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Friday, April 29, 2016:  Panel 1 
 
Reflections on Teaching Fashion and the Body in Interdisciplinary Classrooms: Panel 
Overview 
 
This panel consists of three papers from three different educators, each of whom teaches fashion 
studies along interdisciplinary lines in their home departments of Costume Design and Technology and 
History at their respective institutions.  Each of these papers reflects on what some of the key challenges 
and opportunities of teaching fashion and the body at the university level are, and how we as panelists 
have addressed these challenges and successfully engaged in classroom discussions and crafted out-of-
classroom activities on this subject.  We each offer reflections on the kinds  of texts about fashion and 
the body we have assigned in our courses, what kinds of assignments we have created, and how these 
exercises and readings have helped to sharpen students’ critical thinking about this dynamic, significant 
topic.  Common themes we consider in our papers include how notions of the body and fashionability 
have changed over time and varied among different cultures and eras, how clothing and body politics 
have (and continue) to intersect with hierarchies and identities of race, class, gender, and sexuality, and 
how educators can best reflect on issues of body image and body difference in thoughtful, sensitive 
ways in diverse classrooms.   
 
Promoting Healthy Body Image Through the Costume Design Process 
 
Miranda Kau Giurleo  
Bridgewater State University, USA 
 
This paper focuses on incorporating healthy body image and body awareness into two aspects of 
teaching costume design; the research and rendering phase, and the fitting and design realization 
process.  Using Lisa Loomer’s The Waiting Room, a play exploring the body modification of three women 
from different cultures and time periods as a basis for research and character analysis, students begin to 
understand the cultural, social, and political frameworks behind significant historical fashion trends, and 
to translate that information into a design that communicates the same messages on a contemporary 
body to a contemporary audience.  As students begin to research each culture and time period, they are 
tasked with finding ways to relate to the characters through common feelings of body confinement and 
dysmorphia, for example, finding commonalities between the Chinese practice of foot binding, Victorian 
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corsetry, and modern day plastic surgery.  Advanced student designers, when given the opportunity to 
realize their designs, are challenged with promoting healthy body image through their sketches and in 
fittings with performers.  By addressing the way costume sketching is taught and steering away from 9-
head fashion sketches, student designers are better able to demonstrate a full understanding of 
character, and the performer who is represented in the sketch is more likely to relate to the design and 
see it as an attainable image.  In preparation for fittings, student designers are coached on how to 
address and clothe varying body types and are then guided through the fitting.  Designers learn to see 
and dress each performer’s body without judgment or cultural bias, while maintaining the significant 
style lines and aesthetics a particular production, time period, and culture requires.   
 
 
Navigating Body Politics in A U.S. Fashion History Course 
 
Holly M. Kent 
University of Illinois-Springfield, USA 
 
This abstract discusses how I have structured, reflected upon, and engaged in discussions of body image, 
idealized and real bodies, and gendered expectations about and the policing of bodies within U.S. 
fashion cultures in the course which I have developed for my university, “Fashioning America: The 
History of Fashion and Style in the United States.” This course (which is cross-listed with the History and 
the Women’s and Gender Studies Departments at my institution) begins during the colonial era and 
continues through the present, and concentrates on how fashion has worked (and works) to constitute 
individual and collective identities, and how it has both troubled and reinforced existing social 
hierarchies of race, class, gender, and sexuality.  The class is an upper-level one, which is open to both 
undergraduate and graduate students.  Having taught the class twice to date (in the fall of 2012 and the 
fall of 2014), I have found that the course attracts students who are at once diverse and homogeneous 
in significant ways.  Students have been diverse in terms of their previous exposure to and interest in 
fashion cultures and fashion studies (with their exposure ranging from extensive to non-existent), and in 
terms of their prior study of feminist theories and WGS pedagogies (which likewise range from thorough 
to minimal.) This has presented students with meaningful opportunities, as the course has offered 
students not previously familiar with issues of gender, sexuality, and feminism the opportunity to 
analyze these issues through the medium of fashion, and enabled students who may have previously 
considered fashion to be an insignificant topic to study it as a serious subject of scholarly inquiry.  
Students in this course have, however, been quite uniform in terms of gender.  Although my university 
has a student population which is 60% female and 40% male, to date, my Fashioning America class has 
been 90% female and 10% male.  This is certainly a gender balance which I hope to make more 
equitable, and which (judging from conversations with my students) is in large part due to broader social 
stigmas and stereotypes which define fashion as a “frivolous” and “feminine” topic unsuitable for 
(particularly heterosexual) men to study.  
 
Throughout this course, question of the interconnections of fashion culture and the body are 
paramount.  In all of our class readings and assignments, we consider fashion as an embodied practice, 
and the broader cultural expectations and pressures surrounding beauty, style, and the body—about 
both how fashionable bodies are constructed and imagined, and how real people bring fashion ideals 
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into the world materially, through their own bodies and sartorial practices.  Two key ways in which I 
have my students consider these issues are through the analysis of fashion media such as magazines, 
and by giving my students the opportunity to become the creators of fashion media themselves (by 
having them run and create content for a course Instagram and a course blog.) 
 
Analysis of fashion media (including mainstream magazines and social media platforms run by both 
major fashion sites as Vogue, Elle, and Nylon, as well as blogs, Instagrams, and Tumblrs run by individual 
fashion bloggers) has proven to be very productive in the course.  Students are typically very astute at 
identifying which types of bodies do (and do not) have access to representation (let alone to favorable 
representation) within the fashion media.  Students are astute in unpacking the ways in which any 
bodies which are not young, extremely thin, white, able-bodied, and cisgendered are all too often 
absent from (or, if they are present, are often fetishized or “other-ed”) within even ostensibly 
“progressive” fashion media sites.  What often proves the most difficult to discuss in class are the ways 
in which we (as consumers of American media and purchasers within American fashion marketplaces) 
can encourage diversity and affect change.  Students often initially feel a deep sense of hopelessness 
that they (both as individual people and through collective organizing) can effectively spark any progress 
in this (often narrow and normative) fashion culture.  We have productively grappled with this sense of 
hopelessness by considering the ways in which change is, indeed, possible, examining how gender-
variant, LGBTQ, and self-defined fat fashion bloggers have disrupted conventional expectations about 
which bodies are “beautiful,” “fashionable,” and worthy of representation, and how collective consumer 
and popular activism has led to changes in policy about models’ body weight and the addition of so-
called “plus sizes” to mainstream fashion lines, and how the public statements and advocacy of models 
of color has worked to challenge the whiteness and racism of the fashion industry. 
  
Equally productive (but more emotionally fraught) has been the assignment which I have given to my 
students to create and contribute to a course Instagram and blog.  Over the course of the semester, 
students upload images and write content about their own fashion lives and experiences.  Topics for 
blog posts and Instagram prompts have included considerations of what defines their personal style, 
what they think defines regional style (both in the region where they are from, and in the town where 
our university is located), interviewing others about their thoughts about fashion culture, and observing 
how garments are bought, sold, and displayed in specific clothing stores.  The posts and images which 
students create, by their very nature, consider how fashion gets embodied in the world, in specific 
places and by specific people.  While I stress in the assignment sheet for our course blog and Instagram 
that students are under no obligation to include images of themselves or their clothing on these sites, 
the overwhelming majority have nonetheless done so (and expressed no reservations about doing so—
perhaps because traditional-age college students are of the “selfie generation,” which does not typically 
feel as self-conscious about engaging in extensive public self-representation.)  
 
Where we have run into some challenges in this assignment has been in female students’ discourse 
about one another’s posts.  Contrary to dominant cultural stereotypes of girls and women as innately 
inclined to criticize one another based on appearance and self-presentation, female students have been 
only supportive and affirming of one another and their fashion choices, both in the comments on our 
course Instagram and blog, and in our in-person classroom.  Female students have, however, often been 
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deeply self-critical about how their own bodies fit into mainstream American fashion culture, frequently 
complimenting their classmates for “looking cute in” or “pulling off” certain looks which they claim that 
they personally could not.  Perhaps not surprisingly, female students tend to single out their classmates 
who most closely embody dominant, normative students of beauty (i.e., who are white, thin, able-
bodied, gender-conforming as feminine, and cisgender) as the most “successful” in their embodiment of 
fashionability and style.  Working with students to unpack and explore why and how women define 
specific other women as “fashionable,” “cute,” and “stylish” has been an emotionally charged, but very 
significant, part of this assignment specifically, and of the course generally.        
 
 
Introducing Undergraduate Research into the Fashion History Classroom 
 
Sarah Wiggins 
Bridgewater State University, USA 
 
Teaching the history of fashion poses a number of challenges for the instructor.  Engaging students in 
the study of material culture requires a presentation of sources, visual and textual, to enhance their 
understanding of how clothing was connected to the human experience.  As instructors, we aim to 
encourage our students to become active learners rather than passive recipients of information.  As 
historians, we want our students to understand the discipline and how the history of material culture is 
approached.  This presentation will explain how I designed a Second Year Seminar on the history of 
Western fashion.  Students were introduced to the literature in the field and engaged in a semester-long 
research project.  I will discuss how the research essay assignment was designed, which incorporated 
incremental drafts throughout the semester tied to peer review sessions and mentorship from the 
instructor.  Student projects ranged from beauty pageants to military uniforms and their semester’s 
work culminated in a public presentation at a campus research symposium.  Through their 
investigations, students grappled with various aspects of fashion history, including the nuances of body 
image and the gendered implications of design.  As the instructor, I found a way to interact with my 
students beyond the classroom, pay better attention to their individual needs, and challenge them to 
add depth to their interpretation of the past.  This paper will therefore offer insights into how 
instructors can incorporate undergraduate research into their fashion courses as a means of training 
students in basic research methods and allowing students to explore the discipline through 
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Friday, April 29, 2016:  Panel 2 
 
Breaking Free of the Prism: Fashion, the Body, and the Halfscale Forum 
 
Sherry Schofield, Florida State University, USA 
Mary Ruppert-Stroescu, Oklahoma State University, USA 
Carol Salusso, Washington State University, USA 
Casey Stannard, Louisiana State University, USA 
Melinda K. Adams, University of the Incarnate Word, USA 
Suzanne P. Cotton, Columbus College of Art and Design, USA 
Sherry Haar, Kansas State University, USA 
Martha Hall, University of Delaware, USA 
Laurel Morton, Syracuse University, USA 
Brianna Plummer, Framingham State University, USA 
Katy Polston, University of Nebraska-Lincoln, USA 
 
What is the relationship between the body, a garment, and creative patternmaking?  When is a garment 
not a garment? Through what prism do we view the garment and the body in a different light that will 
allow us to break our preconceptions about garment and shape? What different perspective will free us 
from the typical front, side seam, or neckline? Incorporating the concept of inversion with these 
questions constituted the challenge presented to academic and professional designers during the 
summer of 2015, organized by the Halfscale Forum for Creative Patternmaking at Cornell University. It is 
the experiences and processes from this forum that we propose as a Panel Presentation for the 2016 
Symposium: Fashion and the Body.   
 
The Halfscale Forum organizers sent out a call for participants, and sixteen designers from around the 
United States volunteered to participate in this inaugural design challenge. The 8-week project included: 
participating in an online discussion; creating multiple iterations of a half scale design; photographing 
and posting images of designs in the Half-Scale Viewer; and critiquing each other’s iterations to assist in 
further design development. There were several unique aspects to this challenge that make the 
processes noteworthy and of interest to others.  
 
The first unique aspect was that the specifics of the design challenge evolved from the participants’ 
discussion comments within a very intuitive process. Prompts for the online discussion included 
questions such as, “What implications are there in the separation of the 'making' of apparel from the 
concept of creative design and the relegation of the pattern maker or technical designer to a secondary 
role in the apparel industry?” and “What is creative patternmaking? Who were historic creative 
patternmakers? Who are current creative patternmakers outside of the industry? Within the industry?” 
Forum participants posted responses to these prompts and then responded to each other. A dynamic, 
diverse, and inspiring discussion thread was developed to initiate thoughtful analysis of the 
phenomenon of creative patternmaking and to eventually develop the specific requirements within the 
challenge, described above. The overarching theme of the challenge was to view the body and the 
garment through a different lens; to break free of the classic apparel design methodology by using a 
half-scale mannequin while using the term “inversion” for inspiration.  
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Once the challenge was initiated, participants developed their own design concept. Designers began 
their first of three iterations of the design using the same “muslin” for the first and second design 
iterations. Each designer developed her own interpretation of inversion while communicating concepts 
related to “when is a garment not a garment.” Similarly, each designer approached the design process 
from her own perspective; some using flat pattern, others draping, some with the form upside down, 
others from their own unique vantage point. Many of the designers documented their distinctive 
processes. Completing the three iterations was very important to the overall process (Bickert & 
Johansson, 2012), providing time for reflection and evaluation.  
 
To allow for critique by others designers in the forum, participants photographed their work in the 
round. Thirty-six images, taken in one-degree increments and uploaded to a special site allowed others 
to virtually experience the designs. This process provided the second and third unique attribute of this 
challenge; to virtually view the design from every angle; and to allow other design professionals to 
critique the in-process work and assist in further design development. As academics we are accustomed 
to critiquing student work, but it is novel and important to have other design professionals participate in 
the design process (Connor & Irizarry, 2015).  
 
For the final iteration, designers completed half-scale garments in a fashion fabric of their choosing. 
Again there was a range of choices from hand-dyed silk to upholstery weight fabrics, dependent on their 
concept. The 360-degree images were uploaded to a final virtual gallery so that the participants could 
view all of the designs. Although this might have been considered the end of the forum, it has only been 
the beginning. Where do the participants go from here?  Of course, many will now complete their design 
full-scale and submit to other venues. Others wish to expand the design collaboration with other 
professionals and present the results at conferences. Others will join on other collaborative design 
challenges. Regardless of the specific path forward, each of the designers agrees that this experience 
enhanced her design process and will impact further work in multiple ways. 
 
For the panel we are proposing a hybrid format and request a room where we can 1) display completed 
half-scale designs of the forum participants to demonstrate interactions among participants, 2) display 
posters from some of the participants focusing on the design process, 3) project digital images of the 
designs so they can be viewed in 360 degree rotation (we can supply the computer, but projector and 
screen would be needed), and 4) have some of the designers who participated in the challenge discuss 
different aspects of the forum, such as the iterative process, critiquing other professionals, the 360 
images, etc., similar to a gallery talk.  
 
References 
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Friday, April 29, 2016: Keynote Speaker 
Fashioning the Athletic Body 
 
Susan L Sokolowski  
University of Oregon, USA 
 
By definition, the athletic body– is one that is strong or successful at athletics.  It is also diverse. It has no 
boundaries of gender, ethnicity, creed, age, economy or ability.  
 
Athletic bodies can play a variety of sports. They can walk, run, and race horses. They can skate and 
shoot.  They can serve and pass, jump, vault and twist. Athletic bodies can metamorphosize. They can 
get larger, smaller, older, injured and sometimes disfigured. They can improve and finesse motion to 
dance, throw, spin and shoot.  
 
They react to the interfaces of the environment, other athletic bodies and product. They try to balance 
or achieve homeostasis, by managing temperature, energy, blood constitution and sleep. They bruise, 
blister and scrape against other athletic bodies and products. They can sense. They can smell the fear of 
a competition, see the shot before it is scored and hear the roar of the crowd.  
 
This immense diversity of the athletic body makes it an endless subject matter to study and provides an 
indefinite amount of opportunities for designers to fashion it. This keynote speech will detail specific 
examples of the diverse athletic body and how designers fashion it, including product fit, athletic 
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Saturday, April 30, 2016: Plenary Session 
Fashion and the Body:  What is real, what is ideal, what is meaningful? 
 
Nancy A. Rudd, Ph.D. 
The Ohio State University, USA 
 
For this conference on “Fashion and the Body”, I would like to focus on body image as a key component 
of the self. Body image has been defined by many scholars over the past 60 years as a mental construct 
that includes our perceptions of our bodies, the attitudes we have regarding these perceptions, and the 
motivations to engage in appearance management behaviors based on these perceptions and attitudes.  
William James, a noted psychologist writing in the 1890s, acknowledged that the self is constituted by 
three main components: the material or bodily self, the social self, and the existential self.  Fashion fits 
into the equation in the bodies that we find attractive, what bodies are valued in retail offerings and 
advertising imagery, and what products or appearance management behaviors are considered 
normative. Thus, we will try to tease apart how body image connects to the self through an examination 
of variation in real bodies and body perceptions, ideal bodies as portrayed in media and popular culture, 
and meaningful body work that pays off for us in positive perceptions, attitudes and behaviors.  
 
Memories of our bodies are among our earliest memories in childhood, going back to our toddler years.  
These cognitions may be specific (hair, eye color, body size and shape), and many of us recall our early 
feelings about what we perceived (pride in curly hair, affinity with family members we resembled, worry 
about baby fat) or feelings we had when friends or family members commented on our appearances.  
We also remember early appearance management behaviors (your mom curling or straightening your 
hair, learning to sit or walk a certain way, being told that certain foods would make you prettier or 
stronger or not).  And you may recall how you celebrated your young body through special clothes or 
hairstyles or accessories.   
 
As you grew up, saw your body change, and survived middle and high school, you may have learned that 
your body was a friend or foe – how it served you in sports, or in popularity, or in shopping for clothes.  
Now, let’s fast-forward to you today.  What are your defining body characteristics?  Do you like what 
you see and have you enjoyed living in your body packaging all these years?  What reactions have you 
had from others? Do you feel pride and comfort with yourself, and do you engage in healthy appearance 
management behaviors? Have you experienced any threats to your body image over time, such as 
breast cancer, pregnancy, aging, or illness?  How do you celebrate your body? 
 
Research in our own field, as well as in fields such as psychology, sociology, and gender studies, tells us 
that body dissatisfaction is more common than satisfaction.  In fact, about 95% of women are 
dissatisfied with their bodies or appearance, and between 33% and 45% of men are dissatisfied.  The 
nature of this dissatisfaction more commonly comes from weight for women and muscularity for men.  
While it is true that dissatisfaction can be motivating for healthier behaviors, often it is motivating for 
unhealthy or risky behaviors such as disordered eating or exercise, use of supplements or products that 
carry risk, and cosmetic procedures that are expensive and risky.   
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When body dissatisfaction is normative in our culture, it may lead to much time spent critiquing, 
worrying about, and working on our bodies in an effort to increase our positive feelings about them.  
With only so many hours in a day/week/lifetime, then what are we giving up to accommodate this 
“body work”? It could be our sense of self, our human potential to solve major social issues, to live 
compassionately, or to create a better life for others.   
 
So, the question might become, “Is there anything meaningful about body image?” I would suggest that 
there are several very meaningful avenues of consideration.  A healthy body image allows us to present 
ourselves confidently, with great personal style and panache.  A strong body image encourages us to 
pursue healthy eating and exercise behaviors that keep us well nourished, fit, and running on all 
cylinders for this giant challenge called life. It enables us to express our personalities without 
reservation, give others the best of ourselves rather than weighing us down with “if only”, “when I lose x 
amount”, “when I finally….”.  In short, a positive, healthy body image gives us agency in the world, and 
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Saturday, April 30, 2016: Session IA 
Modest is hottest?: Views of modesty and the Christian body 
 
Chelsea Blackwell and Nancy A. Rudd 
The Ohio State University, USA 
 
In a sexualized society like the United States where rape culture and post modern feminism is hotly 
debated, modesty as a topic and a function of dress is being discussed more thoroughly by lay audiences 
and the media.  On one side of the debate, modesty is seen as “do whatever makes you comfortable” 
view and on the other side, modesty in dress is seen as protection and symbolic of sexual purity. 
Modesty has several layers, many of which relate to the body in terms of body concealment, respect, 
purity, and attention seeking (Andrews, 2011; Block, 2011; Bommarito, 2013; Shalit, 1999).  Modesty 
has connections to body image because it can functionally impact what garments are put on the body, 
and also impacts feelings about the body (Roach-Higgins & Eicher, 1992). Modesty has been connected 
to worldviews based in religion.  Modesty for Orthodox Jews and Muslims is identifiable through dress, 
but what about Christian women in America? What does modesty look like for these women and how 
do they feel about their bodies through the modesty lens?  This study explores the relationship between 
views of modesty and body image. 
 
A survey was conducted among highly religions Christian women (n=477) across several states in 
America.  The survey used Andrews (2014) instrument of views of modesty, consisting of religious 
related modesty, esteem based modesty, and maturity based modesty, and Cash’s(2000) subscales of 
Appearance Orientation and Appearance Evaluation from the Multidimensional Body- Self Relations 
Questionnaire. It was hypothesized that views of modesty and body image would be positively related. 
 
The women were highly modest (M=57.45, SD=9.19). They also were highly oriented towards 
appearance (M=41.29, SD=6.93).  However, the participants had moderate appearance evaluation 
(M=22.18, SD= 5.61).  When the model of the relationships was examined using SPSS, it was found that 
modesty has a slightly negative and significant relationship with body image as a whole (β=-.764, 
p=.000).  Thus the hypothesis was not supported, but a significant and opposite relationship was found. 
  
The results indicated that highly religious Christian women value modesty and have more conservative 
views of modesty.  However, modesty has a negative relationship with body image.  The women 
surveyed had high appearance orientation, which means that they invest in and monitor their 
appearance.  They had a slightly above average score in appearance evaluation, which means that they 
are somewhat satisfied with their appearance, but not fully satisfied with the way they look.  This 
relationship to modesty shows that these women are comfortable with concealing their bodies due to 
religious conviction or respect for their bodies.  This comfort of body concealment does equate to 
feeling more satisfied with one’s body or evaluating the body better or as more aesthetically pleasing.  
Modesty has a complicated relationship with body image.  Future directions of this research include 
further studying modesty in terms of body image and religion. 
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Fashion, the body and the middle aged woman 
 
Anne Boultwood 
Birmingham City University, UK 
 
Fashion and the body are inextricably linked. Fashion both responds to and creates the ideal body of its 
time, and individuals view their own bodies within those parameters. Despite its apparent superficiality, 
fashion has profound significance for individuals (Wilson, 2003). Clothes do more than clothe the body; 
they address issues of identity by engaging with the body, and in particular with body image. For 
women, body image is integral to self-awareness; as with all aspects of self, the body is judged in 
comparison to the ideal, and frequently found wanting (Higgins, 1987). Clothing, because of its close 
relationship with the body seems to be closely bound up with this process.  
  
This paper will discuss research into the body concerns of women in their forties and fifties and how this 
impacted on their attitude to fashion. It will consider the deeper meanings these issues hold for women 
and how they are manifested in their discourse. Previous research has either focused on young women, 
who tend to have pronounced body image concerns and engage with fashion, or with elderly women 
who, by contrast, seem apparently to have shed those concerns; since there is actually very little 
research with this latter age group, it is difficult to know whether this is in fact the case (Twigg, 2007). 
The experience of women in middle age, therefore, may provide insights into the nature, if any, of this 
dichotomy. Research involved semi-structured, in depth interviews with nineteen women aged 40 – 58. 
Discussion ranged from their experience of fashion and the social and personal significance of clothing, 
to their attitudes towards their bodies and the part played by their body image. Most striking in these 
discussions was the apparent lack of weight accorded to both fashion and any perceived shortcomings in 
their bodies, that was belied by their in-depth reflections.  
 
Their engagement with fashion was more concerned with following trends than with innovation or 
experimentation. For these women, fashion’s function was that of social arbiter, a way of establishing an 
acceptable place in society, and avoiding the ridicule of being unfashionable. High fashion, the fashion of 
magazines and catwalks, was perceived as irrelevant to their lives, and intended primarily for the young, 
the beautiful and the thin. As one participant commented, 
 
... a lot of the fashion industry is targeted at that ... group ... Once you get to my age, ... 
unless you’re a stick insect, you don’t have much of a chance really. 
 
This lack of engagement, while ostensibly concerned with the frivolity of fashion, seemed more related 
to their sense of their bodies’ shortcomings. Their bodies, in other words, were not considered good 
enough for fashion. 
 
Almost without exception, participants were highly critical of their bodies, and though they claimed that 
this was minor in terms of their sense of self, yet they talked at length and in detail about their body 
concerns, a finding that accords with recent research which contradicts the generally held belief that 
these concerns are not prevalent in middle and older age groups (Gagne et al., 2012). Not only were the 
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women in this present study critical of their bodies, but they were also critical of themselves for failing 
to attain their notional ideal. These contradictions are epitomized by the participant who said, 
 
I’m reasonable happy with [the person I am], but there’s also the person that I’d ... like to be 
if I put more effort in. If I were to exercise and diet ... 
 
Whereas fashion was considered irrelevant, clothing had a primary role to play in addressing issues of 
the body. Flattering clothes could be used to create an illusion of the acceptable body, these jeans ... 
give a lean, long-legged look, and could act as protection, clothes can be a kind of armour .... At the 
same time, it seems, clothes that fit could make the body more acceptable, 
 
I’ve had these trousers for years but I always feel slim in them because they fit well and 
hang right. 
  
Consciousness of the body was often apparent in relation to clothing, since the physical sensation of 
clothes had an impact on the body. This was particularly apparent in matters of fit, and the reason for 
this is related to Hollander’s (1993) notion of a body delineated by imaginary clothes. The function of 
real clothes in this context was to create an external image of the ideal body around the real body that it 
encased. This seemed to be as much to do with self-perception as self-presentation. When clothes did 
not fit, the mismatch was forced on the wearer’s attention, and the body rather than the clothes was 
seen to be at fault. 
 
In discussing these various aspects of fashion, clothing and the body, all of the issues explored were 
characterised by an unconscious ambivalence: the triviality of fashion was contradicted by its depth of 
meaning; the significance of the body to their sense of self was in contrast to its objectification; the 
apparent lack of concern for all these issues was belied by the intense focus they elicited. It seems that 
the experience of these women, while shaped by their age, is in essence no different to that of their 
younger counterparts. Any difference seems to lie in a perceived pressure (whether internal or external) 
to withdraw from the fray. This research suggests a transition from the palpable anxiety of youth to the 
apparent acceptance of age. It has highlighted the way in which women develop strategies to address 
their body and self concerns, and by focusing on this age group, contributes to our understanding of 
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Fashion, the Body and Later Life: Patterns of Dress of the Older Woman 
 
Marilyn DeLong and Haeun Bang 
University of Minnesota, USA 
 
Fashion has never been a friend of the aging female body.  Only recently has the older woman and her 
body been the subject of research and often the research involves studying patterns of poor nutrition 
resulting in obesity and ill health, or the lack of clothing for disabilities related to the aging body.  There 
is less research on the older healthy woman who continues to have life choices because she has ample 
means economically:  she can travel, she eats well, she stays active in her community, and she can 
afford to dress in fashionable and up-to-date clothing. This research involves a selected sample of 53 
women with an average age of 72 years. They belong to a local organization whose criteria for belonging 
include being college educated.  Most are retired from service professions such as teaching, nursing, 
social services, but they remain active as volunteers in their church and community; they have the 
means to travel frequently and dress well.  Many are widowed with grown up children and 
grandchildren becoming teen-agers.   
  
Members filled out surveys in preparation for two separate invited presentations, one focused on the 
contemporary American woman, fashion and the body, and the other focused on extending the life of 
clothing in one’s wardrobe for purposes of sustainability.  Survey questions included: what changes you 
perceive in the way you like to look today and 30 years ago, how important is looking up-to-date as 
opposed to timeless, looking uniquely you or like your friends, looking youthful or mature, as well as 
what shapes, colors, materials and brands you especially like to wear. The survey also included a series 
of questions about: how I like to look as I dress each day and how I use and maintain my wardrobe. 
Responses are the focus of this paper.   
 
There are a number of theories related to patterns of dressing for the older woman. Entwistle (2000) 
notes that being correctly dressed for your age involves conforming to rules of dress and the 
conventions of culture; unease and anxiety attach to failing to meet these standards as set by the 
culture and imposed on the wearer. Twigg (2013) mentions cultural modes of disciplinarity that are 
imposed on the aging-–codes that express and shape ideas about what it is to be old.  One such code is 
age ordering defined as the systematic patterning of cultural expression according to an ordered and 
hierarchically arranged concept of age that operates across the life course. Age ordering is clearly visible 
in childhood where the link between clothing and age status intersects with body development and 
these associations with the body and dressing continue through the life course, changing and developing 
as other aspects of identity and the body change, until in the later years the emergence of a distinctive 
set of clothing norms related to age appear. The character of these markers shifts with historical 
developments in dress but certain commonalities occur in dress and expectations for older women that 
reflect changes in the body that occur with age and their social interpretation, but also a wider cultural 
estimation of older people and their position in society. Another mode of disciplinarity that informs 
dress and the body of the older woman is the threat of dereliction i.e. lapses of dress such as obvious 
food stains, gaping buttons, and tears that signal moral decline. Contrasting with this cultural mode is 
the expectation that older people must dress their body as a source of personal identity and focus. 
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Especially in the West, the expectation is that one must show commitment to resisting age by paying 
attention to the fit body ideal that involves dieting and observing certain beauty practices.  It is no 
longer acceptable to be and look old.  So, how does this sample relate to these modes of disciplinarity?  
 
The historical context that occurs for any age group influences their code of dressing. Women in this 
sample were educated post World War II when fashion was slower paced, dress was more formal: hats, 
gloves, purses, nylon stockings and high heeled shoes were worn for dressing up occasions. The way 
clothing was coordinated in a put together ensemble mattered.  Categories of dress were related to 
events with special clothing for theater, concerts and “evenings out,“ as well as more informal clothing 
such as sweaters and full skirts for school and more informal clothing for participating in sports.  Jeans 
and untucked shirts were worn for casual and private occasions, along with bobby socks and white 
bucks, saddle shoes, or penny loafers.  A more formal slack or trouser was just being introduced through 
movie stars such as Marlene Dietrich and Joan Crawford; the pants suit would be introduced later, along 
with change in expectations for women to wear pants for more formal occasions. Foundation garments 
were expected and garter belts and seamed nylon stockings were often worn, along with a brassiere 
that was meant to control and separate the breasts, and a slip with a central panel for shadow 
protection.  Body parts were not on display for the nice girl and this included not being able to view the 
space between the legs or the breast crevice, in dress for every day. Compare this code of dressing 
experienced by this sample of women with the code of 2015 and the body exposure of the “naked 
dress” of Beyonce’.  How do these women deal with age ordering, but yet not look old?   
 
Data from the surveys reveal patterns of dress for these women in the way they would like to look as 
they dress each day and how they use and maintain their wardrobes.  For example when asked to mark 
on a continuum of 1-7 how they wanted to appear now, they checked 3 for up-to-date/timeless and 
youthful/mature.  When asked questions such as, appearing up-to-date is important to me, the average 
was “most of the time”, and “never” when asked if they would wear an unflattering purchase.  These 
women on average marked “sometimes” when asked if they experiment with wearing jeans in new 
ways, or explore mixing of prints and patterns on their bodies.  Many describe changes in shopping: 
more online and exploring second hand and thrift stores. They plan how new clothing purchases will fit 
within what they have in their wardrobes. They understand that keeping up appearances is important 
but they are not unduly concerned about it.  Active and involved in contributive life styles, they still 
consider categorizing dressing according to occasion, although they all mention comfort as a priority and 
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Saturday, April 30, 2016: Design Session 
“Cool” 
 
Dongming Zhao and Carol J. Salusso 
Washington State University, USA 
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Purpose  
“Cool” has the same pronunciation and meanings in both Chinese and English languages: believing in 
one’s self, being self-confident and feeling unique. This design was created for a young woman to help 
her find that feeling of cool and greater self-confidence.    
 
Inspiration  
Our inspiration came from vintage 1940’s mens’ and womens’ military uniforms.  This pant style was 
traced to traditional Indian men’s jodhpurs, a style adapted from men’s wedding attire into traditional 
men’s Polo player uniforms. These 1940’s military uniforms style exhibited baggy thigh areas and 
generous size pockets that could hide weapons or supplies. The pocket style made the soldiers’ legs look 
visually very strong and stable. When soldiers put their hands in these pockets and walked, they 
swaggered with much confidence. Thus the enlarged pockets became a logo of cool.  
 
Design Implementation  
The design was draped on a dress form and adjusted for the fit model for bodice and pant separately 
and then attached. To add femininity and style, an overlay of the patterned knit was draped from 
shoulder to waist on right side and the romper was made calf-length and cuffed.  To broadcast that 
feeling of cool self-confidence, the pockets were greatly exaggerated.  
 
Technique Execution   
The design was draped on a dress form, basted together, and then adjusted on a fit model. To give the 
design greater comfort, flowing drape in the body, fabrics include a stretchy polyester printed interlock 
knit for the romper. Emphasis was achieved with white woven polyester suiting in the right bodice 
contrasted with black cotton interlock in the left bodice area. White areas in the bodice and pockets 
were underlined and self-lined to mediate transparency and provide stiffness to the silhouette. An 
underarm to thigh side zipper facilitates dressing. Seams were sewn with slight stretch to give flexibility 
and strength.  
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Revival of 1950s’ New Look in Contemporary Korean “Hanbok” 
 
Gahwe Kim, Kyung Hee University, South Korea  
Nok Yeon Kim, University of Minnesota, USA 
Minjeong Kang, California State University, Sacramento, USA 
 
Purpose of the Design.  Our design goal is to create contemporary items fusing Korean traditional and 
Western aesthetics that celebrate women’s femininity and strength.  The new pieces in our current 
submission are in continuation of our design series that combine essence of Korean traditional and 
Western aesthetics.  We hope to revive a Korean traditional beauty in clothing that has been replaced 
by prevalent Western styles.  We would like to contribute to increasing the diversity of cultures 
represented in current fashion and challenge the norm that feminine fashion may suggest negative 
connotations of femininity such as being dependent, weak, and less-serious.  Unlike western history of 
fashion that witnessed women’s heightened power and/or strength was communicated by adopting 
masculine fashion (e.g., hiding feminine body silhouette and using straight/hard lines in 1920s, 1940s, 
1960s), Korean women’s fashion has been always feminine, featuring feminine body shape and using 
soft and curved lines, regardless of their increased power in the society.  Through our design, we hope 
every woman pursuing varying kinds of strength (e.g., independence, persistence, leadership, success, 
power) can feel confident and secure in enjoying feminine fashion highlighting women’s natural body 
curves, soft lines, etc.   
 
Design Process, Techniques, & Materials.  First, the 1950s’ western fashion was revisited for design 
inspiration since the 1950s was the key period that women’s femininity in fashion was intensely 
appreciated and celebrated after the long World War II period when women were expected to wear 
masculine fashion.  Christian Dior’s New Look introduced the signature feminine style in his 1947 spring 
collection and made an instant success globally, dominating the 1950s’ fashion.  The instant global 
diffusion of Dior’s New Look was revolutionary, rather than evolutionary change that shows signs of new 
changes over time, thus marked 1947 as an important moment of the history of fashion.  The instant 
fashion change from the war-time masculine look to Dior’s enormously feminine New Look suggests that 
many women have strong desire to express their femininity through fashion complementing female 
body shapes and re-discover this desire after being suppressed to enjoy feminine style. To embrace and 
celebrate women’s femininity in our design, we adopted the key features of the Dior’s New Look, the 
1950s fashion: emphasis on women’s rounded shoulder line, small waist, and long, full skirt.    
 
Second, in order to incorporate and revive the Korean traditional aesthetic, we revisited the Korean 
“Hanbok,” the most recognized Korean traditional costume.  Female “Hanbok” shares key design 
features of the 1950’s New Look (i.e., highlighting rounded shoulder line and long, full skirt), which were 
adopted for our design silhouette.  For the top, we modified the traditional “Hanbok” V neckline to bring 
more modern, elaborate touch.  We also modified fabric fasteners used in both top and skirt of 
traditional “Hanbok” by making decorative, long fabric strip fasteners attached to the wrap skirt, 
allowing wearers to easily adjust the fitting for their sizes.  In contrast to the 1950s’ western fashion, for 
which women used body-confining undergarments such as hard corsets, padded bras to create the ideal 
body image of the time and fit into the fashionable dress, “Hanbok” was designed in a way that wearers 
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adjust dress around their body shapes and sizes, while maintaining the general “small top and full 
bottom” silhouette.   
 
Third, in terms of the construction techniques, pattern making technique was used for the entire design.  
We also used a unique Korean traditional sewing method called “Kkakki” sewing when joining single 
layer of fabric.  This sewing method is an elaborate, three-step required technique for joining and 
finishing single layer of fabric, which creates very thin, hairline seams, not showing seam allowances 
through transparent, single layer fabric (see Figure 4).   Six panels of fabric were connected using 
“kkakki” sewing technique and attached to the wide waist band with pleats to create skirt fullness.   For 
the fabric materials, the blouse is made by rayon and silk combination and the matching skirt is made by 
100% silk.   
 
Design Photos 
     
                   Figure 1. Front View                                                        Figure 2. Back View 
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University of Wyoming, USA 
 
Introduction. Fast fashion, or low cost clothing collections which imitate the latest fashion trends, is a 
popular fashion production system which encourages disposability (Joy, Sherry, Venkatesh, Wang & 
Chan, 2012). This method is heavily dependent on low manufacturing and labor costs and a heavy 
volume of clothing being sold (Joy et. al., 2012). A large volume of clothing coupled with an increasingly 
fast paced fashion product life cycle inevitably leads to an increased volume of garment disposal. In 
2013, Americans generated 254 million tons of trash while only recycling around 34.3% of this trash 
(Environmental Protection Agency, 2015). Just under 23 million tons of discarded solid waste was from 
textile goods (EPA, 2015). 
 
Another outcome of this production system has been a series of industrial accidents in garment 
production factories. Perhaps the most tragic of these events occurred on April 24th of 2013. On this 
day, a building in the Rana Plaza housing several clothing factories, collapsed near Dhaka in Bangladesh. 
The collapse killed over 1,100 people, making it the deadliest garment factory accident in history (Manik 
& Najar, 2015). In response to this tragedy, Fashion Revolution Day was launched on April 24th of 2014. 
Fashion Revolution Day aims to raise awareness about “how little respect is given to the people who 
make our clothes and the environment they work in” (fashionrevolution.org, 2015). Participants in 
Fashion Revolution Day were encouraged to wear their clothes inside out to promote awareness of the 
countries from which garments originate.  
 
 
Purpose Statement. The purpose of this creative scholarship piece 
was to raise awareness about the impact of fashion production on 
the bodies of garment assembly workers in less developed 
countries and support the 2016 Fashion Revolution Day. The 
design concept extended the idea of Fashion Revolution Day to 
incorporate garment repurposing and make country of origin tags, 
normally from the inside a garment, a design element of the face 
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The Design Process: Process: Implementation, Materials Used and 
Techniques Used.  
 
Process Implementation. To execute the purpose of this piece, the 
design integrated the inside country of origin labels on the face of 
the garment. In order to accomplish this, the design process began 
with materials gathering. Garment tags and country of origin T-shirt 
labels were located in a variety of places including the primary 
designer’s closet, acquaintance donations, local thrift stores and 
budget priced retailers. These labels were either removed with a 
seam ripper or cut out with a rotary cutter.  
Materials Used. T-shirts were chosen as the main fabric of the piece 
because they typically are low cost garments for which production is 
outsourced to countries with low wages and unsafe work 
environments for employees (Chua, 2013). Both discarded and new 
T-shirts were used to reflect the composition of clothing trash, of 
which 20% is new, never worn garments (Howard, 2015). The T-
shirts used were jersey knit fabric, cotton or cotton and polyester 
and ranged in size from women’s small to 5X. Once these materials were gathered, the dress silhouette 
construction began. 
 
Techniques Used. First, the T-shirts were disassembled with a seam ripper. The dress was constructed in 
three basic sections: the bodice, the waistband and the skirt. To construct the bodice and waistband, flat 
pattern techniques were used. A bodice sloper and waistband were modified and segmented based on 
the measurements of a size 10/12 dress form. During this construction, the original shape of the 
garment country of origin labels were preserved as closely as possible to ensure the most representative 
manufacturing countries were clearly displayed on the labels. The silhouette of the skirt was drafted 
with draping techniques while working with the largest intact pieces. Raw edges were finished by 
serging and several garment tags required hand stitching to remain in place. 
 
Measurements. The finished piece will fit a size 10/12 woman. The waist measures 33 1/2” with a bust 
measurement of 40 1/4”. The skirt fits at the waistband, with a band height of 2 1/4”. The total skirt 
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Saturday, April 30, 2016: Session 2A 
 
Fashioning the Fairy Tale: Disney Princesses, the Body, Fashion, & Appearance 
Messages 
 
Jennifer Harmon, University of Wyoming, USA 
Kelly Reddy-Best, San Francisco State University, USA 
 
Introduction. Disney princesses are one of the most popular children’s Halloween costumes (National 
Retail Federation, 2013). The authors explored cultural messages related to fashion and the body 
communicated by Disney princess films and costumes. Body types, character roles, fashion and 
appearance messages, display, and sizes of princess costumes were analyzed.  
 
Literature Review. Messages in children’s media can have lasting impacts on development. Body 
dissatisfaction can begin in female children as young as 5 and children aged 7-9 exposed to television 
show increased disordered eating attitudes (Davison, Markey, & Birch, 2003; Moriarty & Harrison, 
2008). Because children learn by observing others, high media use affects their beliefs and behaviors 
(Strasburger, Jordan, & Donnerstein, 2010). The Disney Princess films, targeted to girls as young as two, 
often show young, thin, and beautiful female lead characters (Strauss, 2004). Children perceive this link 
between being a princess and thinness. Hayes and Tantleff-Dunn (2010) found that a majority of girls 
aged 3 to 6 identified the thinnest child and adult woman in figure drawings as the ‘real’ princess. The 
focus on thinness is occurring even as childhood obesity remains a concern in the U.S. Between 2011 
and 2012, 8.4% of children aged 2 to 5 and 17.7% of children aged 6-11 were found to be obese (CDC, 
2015). It is important for obese children to have clothing to accommodate their needs, as previous 
research has shown that when overweight children are anxious about their bodies and available clothing 
choices, they may become dissatisfied with their bodies (Reddy-Best & Harmon, 2015). 
 
Theoretical Framework. Socio-cultural theory guided the study, as young girls are less likely to socially 
compare and more likely to be influenced by observing others in media due to their stage of cognitive 
development (Hayes and Tantleff-Dunn, 2010). According to socio-cultural theory, individuals are 
influenced by their social and cultural surroundings, from which various body, appearance, and fashion 
messages are communicated (Morrison, Kalin & Morrison, 2004). Messages include the female body is 
an object with a thin ideal, what is beautiful is good, and clothing conveys social roles (Morrison et. al., 
2004; Dion et. al., 1972; Holman, 1980).  
 
Research Questions and Methods. The following questions guided this study: 
1) What are the character body types and roles in the Disney princess films? 
2) What fashion, appearance, and gender related messages are communicated in the films? 
3) What are the size ranges in Disney Princess costumes?  
Qualitative content analysis was used. To ensure reliability, the second author also coded half of the 
movies and costumes. Cohen’s Kappa levels ranged from .57, moderate to 1.00, perfect. 
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Results. Across the twelve Disney Princess films, a majority (n=10) showed diverse body types. The 
distribution of body types by gender and character role varied. In 5 films, only male main or supporting 
characters had an obese body, as determined by the Thompson and Gray Figure Rating Scale (1995). In 
all 12 films, the princess had a thin body and obese female characters often wore more loose and plain 
clothing than thin female characters. Additionally, in most movies, clothing was a concern for at least 1 
character (n=9), used to indicate social status (n=10), played a pivotal role in character development 
(n=6), and was used for a character transformation scene (n=11). Finally, a change in clothing was also 
associated with an increase in love or attention (n=10) or an increase in physical, romantic or social 
attractiveness for at least 1 character (n=7). Appearance messages included female thinness and 
physical attractiveness being associated with positive traits like being kind or successful in 9 films, at 
least one obese character who was disliked by others, and evil characters having unattractive physical 
features.  
 
We assessed the availability of Disney princess costumes for obese children aged 4 to 12 by visiting 3 
popular retailers in 2 locations, and 3 online retailers, 3 weeks before Halloween. Using the costume 
sizing charts, the lowest height and highest weight determined the maximum BMI for a costume size. 
Only sizes XS and S would fit an obese BMI (see below). These sizes were made for children aged 3 to 6. 
Very few large costumes, for children aged 10 to 12, were available and would only fit average range 
BMIs. Most of the costumes were sizes S or M.  
Costume Count 
Retailer Girl’s Sizes: Count*, & Max BMI 
Walmart- CO & CA XS: 20, 23.1 S: 42, 23.1 M: 21, 19.3 L: 3, 20.3 
Target- CO & CA XS: 9, 17.6 S: 33, 23.1 M: 28, 19.3 L: 0, --- 
Halloween City- CO XS: 28, 17.1 S: 69, 17.4 M: 36, 18.4 L: 4, 19.8 
Party City- CA XS: 0, --- S: 27, 23.0 M: 21, 21.1 L:1, 20.6 
Disney.com XS: 15, 17.1 S: 15, 17.4 M: 16, 18.4 L: 14, 19.8 
Amazon.com XS: 27, 17.6 S: 29, 23.1 M: 28, 19.3 L: 3, 20.3 
Halloweenexpress.com XS: 36, 17.6 S: 35, 18.2 M: 34, 18.6 L: 6, 21.0 
*Count for physical stores- number of costumes per style, for online- each style that had the size. 
 
Conclusion. The body and fashion messages observed in the Disney princess movies extended to Disney 
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The depiction of Afro-textured hair in cartoons, commercials and books catered 
towards preschool and primary age African American girls 
 
Tameka N. Ellington, Kent State University, USA 
Annette Lynch, University of Northern Iowa, USA 
 
Introduction.  During the slave era, the concepts of “good” (straight) and “bad” (Afro-textured) hair 
were conceived by White Masters as a way to cause an interracial divide between the Africans.  These 
concepts are still deeply engrained within the African Diaspora community (Byrd & Tharps, 2001; 
Ellington, 2015; Gilchrist & Thompson, 2012).  Research (Ellington, 2015; Thompson, 2009) and the 
recent controversy over the “race bending” of the Disney Frozen characters by tumblr artist Juliajm15 
(FTD News 2015), suggest that Afro-textured hair [and dark skin tone] is still not fully accepted in 
mainstream society.  Afro-textured hair has also been found to be the least desirable within the African 
American (AA) community (Ellington, 2015; Thompson, 2009); which may be the result of a mental 
disorder called African psychological misorientation.  This condition occurs whenever African-centered 
consciousness is depleted as a result of stereotypical and/or negative images in mass media (Azibo, 
2010).  In many cases, caretakers of AA girls are faced with the decision to conform to the demands of 
the White standard of beauty; which declare that Afro-textured hair is ugly and unacceptable and must 
be straightened to simulate the dominate forms of beauty (Thompson, 2009).  “For Black women, hair 
tends to serve as an identity marker that women become cognizant of as little girls, in part due to the 
images they consume from the media” (Gilchrist & Thompson, 2012, p. 283).  Children as early as five 
years old are becoming aware of culturally ideal beauty and body standards (Smolak, 2004). 
 
Purpose.  The purpose of the current study is to evaluate the hair messages that preschool and primary 
age AA girls are exposed to in the media.  The research questions that guided the study are: RQ1:  What 
media messages are preschool and primary age African American girls exposed to regarding their hair?  
RQ2:  Are current media messages progressive in promoting/encouraging self-acceptance amongst 
preschool and primary African American girls’ regarding their hair?  
 
Theoretical Framework.  A Critical Race Theory (CRT) lens helps in the understanding of 
discriminatory/oppressive content in the media.  CRT will tell the story of possible African psychological 
misorientation the girls may be suffering in regards to their Afro-textured hair as a result of mass media 
messages.  The CRT Model (Solórzano, Ceja, &Yosso, 2000) focuses on a commitment to social justice 
and addresses the centrality of race, racism and their intersectionality; as well as other forms of 
subordination.  The current research is in line with these constructs in that it focuses on some positive 
and negative media messages AA girls receive about their Afro-textured hair.  From a CRT prospective, 
the media has the power to assist in changing in the world’s negative perspective about Afro-textured 
hair.   
 
Methods.  A deductive qualitative content analysis methodology was employed for the current study.  9 
commercials, 3 television shows, 2 movies and 5 books geared toward preschool and primary age AA 
girls were evaluated.  Each media source had to feature at least 1 AA girl, because research suggested 
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that when media features individuals that look like the targeted market, the target will be more 
receptive, particularly in the case of AAs (Milkie, 1999).   
 
Data Analysis.  The first phase of the analysis was the content-coding scheme development and the 
second was the content classifications for pattern analysis and frequencies.  Codes were developed 
based off of themes that emerged from the data.  A matrix was developed to record the purpose of the 
media message (advertising or entertainment), how many AA girls were featured, what hair texture did 
they have, the type of hair style the girls wore, and then the tone of the message.   
 
Findings.  Five types of messages emerged in the data: 1) happy/celebrating Afro-textured hair, 2) 
encouraging self-love/acceptance, 3) educating the girls on how to care for their hair, 4) showing styling 
options, and 5) discussing the various textures of Afro-textured hair.  The “good” hair concept was 
addressed and discussed as hair being healthy and versatile instead of straight and long, simulating 
dominate beauty ideals.  The children’s book Emi's Curly, Coily, Cotton Candy Hair showed the main 
character’s dad complimenting her Afro-textured hair, which is significant because research (Thompson, 
2009) suggested that many AA men prefer chemically straightened hair over Afro-textured hair.  The 
Disney Doc McStuffins’ main character is an African American little girl.  An episode discussed the 
“woes” AA girls have with their hair; and through play, the main character sang about not liking her curly 
Afro-textured hair until she found a hairstyle that worked well for her.  The Dove “Love your Curls” 
(2015) commercial displayed curly hair on all ethnicities to be beautiful.  This campaign discussed that 
only 4 out of 10 girls with curly hair like their hair texture.  Sesame Street the most progressive of all the 
media, showed Elmo and Whoopi Goldberg discussing the differences in their skin color and hair texture 
along with the importance of self-acceptance.   
 
Conclusion.  Happy/celebratory tones were the most frequent in the media, followed by 
encouraging/self-acceptance messages.  Due to its rich history in diversity, future research may focus on 
investigating the messages AA girls are getting from Sesame Street alone.  Future research can also 
benefit from rich data gathered via interview or focus group with girls and adolescents regarding 
perceptions of their hair in relation to societal/media messages.  The current study contributes to the 
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Forms of Masculinity in Fashion: An Analysis of the Masculine Re-appropriation of the 
Hedonic 
 
Parker Bennett and Annette Lynch 
University of Northern Iowa, USA 
 
Abstract: The purpose of this paper will be to use Marilyn Delong’s visual analysis system coupled with 
Lori Landay’s and Susan Kaiser’s (Landay, 1998; Kaiser, 1997) agonic/hedonic gender dichotomy to 
analyze and compare twenty one European and American menswear collections from 2006 and 2016. 
The analysis is intended to systematically document the transformation of recent menswear’s 
collections from a traditional postindustrial revolution focus on communicating agonic power, the ability 
to physically and mentally complete an action, to a more fluid and playful expression of hedonic power, 
an indirect power to attract attention – a playful role of dress often restricted to women’s wear 
collections, and female style.  
 
Introduction: Dress and appearance reflect the social systems and social categories that have been 
deemed acceptable and institutionalized by the power structure, and are also a source for exploring 
transformation and change. Ironically, one of the groups most affected by the dictates of the 
postindustrial revolution patriarchy, were upper-class white men. In post-industrial revolution Europe, 
menswear became boxed into expressions of agonic power, with the traditional boxy, closed silhouette 
of the business suit, defining masculinity and normative gender roles for men. Women, on the other 
hand, while for decades limited to using indirect hedonic power to attract attention and power, have 
within the past century asserted their right to use both expressions of agonic and hedonic modes of 
power without stigma within the context of dress. Androgyny has gained certain mainstream acceptance 
and appeal in womenswear for some time now (Kidwell and Steele, 1989). Despite great strides made in 
women’s use of both forms of power, men until recently have failed to re-appropriate the hedonic mode 
of power in context of dress. A shift towards male androgyny and the appropriation of historically 
feminine silhouettes in menswear may signal a turn towards a more true gender neutrality in dress, and 
a new relationship between fashion and the body. 
 
Theoretical Framework: Victor Turner’s concept of ritual as an arena wherein conflict is displayed and 
resolved, leading to transformation, sets the stage for this research with its focus on the role of fashion 
collections in leading to fundamental cultural shifts in how gender is expressed and interpreted through 
dress. This work also speaks to Judith Butler’s argument that gender is transformed and reconstituted 
through was she calls a “series of actions with are renewed, revised, and consolidated through time” 
(2004, p. 157). Focusing attention on stylization of the body through gestures, movements, and 
appearance, Butler argues that the body “becomes its gender” (2004, p. 157) through a series of 
performances. Transformation of gender occurs, in this case on the runway, as individuals alter the 
performance, subvert the normative by ignoring or purposefully violating the unstated rules of gender 
identity. 
 
Methods: Marilyn DeLong’s (1998) method of visual analysis served as the foundation for image analysis. 
Landay’s (1998) and Kaiser’s (1997) definitions of agonic and hedonic power as linked to gender and 
appearance were used in combination with DeLong’s work to interpret the meaning of fashion runway 
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images. In addition to coding certain aspects of DeLong’s methodology to the agonic/hedonic 
dichotomy, two additional scales of color and texture were added in order to provide additional 
quantitative measurements for each image. 93 designs were chosen from the S/S menswear 2016 
shows, and compared directly and as an aggregate to 106 designs from S/S 2006 shows. Using the 
DeLong method of viewing the apparel-body-abstract, images selected from each of the shows were 
analyzed on five different scales (Closed/Open, Whole/Part, Figure-Ground Separated/Figure-Ground 
Integrated, Flat/Rounded, and Determinate/Indeterminate) using a 1-5 scoring system (DeLong, 1998). 
In addition to these scales from DeLong, two additional scales of color and texture were integrated into 
her methodology and used to analyze images. The application of the DeLong method to the masculine 
form was modeled after a study of pattern categorization of male U.S. Civil War reenactor images 
conducted by Mitchell Strauss (2002). Thus aspects of the context and the entire apparel-body-construct 
were taken into account when analyzing individual images, and the images as a whole.  
 
Results: Analysis of the two data sets revealed a distinct difference in aggregate levels of hedonic-coded 
traits between 2006 and 2016, with 2016 showing a much larger tendency towards high-scoring images, 
and thus more hedonically-coded images. A minimum score of 7 and a maximum score of 35 was 
possible for each image, with a lower score signaling more agonic traits and a higher score signaling 
more hedonic traits. The total aggregate score for images taken from 2006 runway shows was 11.38, 
while the total aggregate score for images from 2016 was 19.76. Breaking down into individual design 
houses, each house represented in both years showed a significant increase from 2006 to 2016. Having 
determined that an increase occurred between the years, a representative sample of five images from 
each year was selected based on score and display of common traits.  
 
Significance: Contemporary feminist discourse has shed light on the ways in which institutionalized 
gender inequality affects men as well as women, including the way fashion and the male body interact. 
At a time when society is rappelling with discrimination and institutional inequality for women, LGBT* 
individuals, and ethnic minorities, it is important to analyze how certain constructions of masculinity are 
harmful to our society by perpetuating detrimental expectations that are placed on men of all ages. This 
study analyzes the construction of masculinity through the lens of fashion over time and illustrates an 
increasing trend towards male acceptance of the hedonic mode and gender fluid dress. Future research 
can build off of this study and investigate how this trend in design house runway shows has trickled 
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Saturday, April 30, 2016: Design Session 
Codified Bodies:  Propaganda to Measure Social Liberation 
 
Jen Krava 
University of Minnesota, USA 
 
“Codified Bodies” is a collection of five performative wearables, which adapt the natural defense 
mechanisms of animals to the human body, acting as a tool to investigate the issues of violence, 
harassment, and culturally acceptable behavior. The wearables engage various communities in the 
exploration of gender and identity performance - which is related to Pierre Bourdieu's theory of the 
habitus1 - personal boundaries within the public, and what constitutes harmonious social conduct. They 
consider the body as a site inherent in acts of sexual violence, creating a dialogue about the relationship 
between the [un]recognizable body and its misplacement as a cause for harassment, as well as how 
personal interactions change as the body is obscured, extended, and amplified. The wearables are open 
for interpretation and inform new patterns and materials to create additional tools. 
 
The wearables give physical form to invisible emotional and psychological thresholds, fortifying these 
boundaries in public space and creating a metaphorical defense, which cloaks and protects the personal 
identification of the wearer. They are suits of armor for the emotions and innermost self that cannot be 
seen, extending the body to interact and converge with the atmosphere around them. They swing 
between surfaces and structures, obscuring the body shape and allowing the wearer to create a tactile 
strategy of bodily offense. Through these new surfaces and silhouettes, the body becomes 
unrecognizable as a body, deterring perpetrators from attacking. Much like animal defense systems are 
designed to enhance, intensify, and exaggerate animal bodies, these performative wearables create an 
armament through which personal thresholds can be upheld within the public. The wearables allow the 
wearer to respond non-verbally to instances of harassment, creating a new type of body language, which 
acts like a distress signal. They provide a vehicle for the wearers to express through bodily movements 
and gestures what they consider to be socially acceptable behaviors, presenting examples of how we can 
move both within our bodies and with others gracefully, tenderly, and harmoniously, thus causing 
anyone watching these movements to measure their own actions against those depicted. They can be 
manipulated in ways that can be deeply confronting and temporarily discomforting for viewers. They act 
as a catalyst against which viewers react, bringing forth ideas about how identity and collective 
belonging are performed and govern the dynamics of public life and public space. 
 
Considering the body as the site of cause of and resistance to these acts, these wearables were created 
by first charting a spectrum of types of harassment and violence and overlaying those onto parts of the 
body that are generally the most vulnerable. Animal defense systems were concurrently analyzed and 
categorized in relation to the parts of the body that they protect, then distilled into basic elements – 
purpose of defense, form, tactics used, etc. Understanding the form, function and purpose of these 
systems coalesced with material exploration. Materials naturally lent themselves to prescribed methods 
of formulation due to their inherent characteristics. Wood was used for its stability and hardness, and 
was shaped using a laser cutter. Aluminum flashing was used for its reflective quality and flexible nature, 
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and was cut using a tin snip and drill. These hard elements were attached to soft materials – black 
polyester/cotton blend textile – using various sewing methods to create fluid wearable pieces. Origami 
folding was also studied in order to understand how a static material might be applied to the moving 
body. Further material studies included crocheting wire of various gauges with different sized crochet 
hooks, experiments with laser cut plexi glass, wood veneer, plywood, mat board, chipboard, aluminum 
flashing, various textiles, and Mylar. The soft materials such as fabric and interfacing give the pieces 
flexibility to move, while hard materials such as wood and aluminum provide structure and support 
while enhancing the presence of the wearer. These material and defense explorations were combined 
and scaled to relate to the human body, allowing for activation through natural movements of the body 
or by concentrated manipulation through deliberate body movements. The reaction of the wearables to 
the body’s natural movements highlights its normalized conditions and reinforces changes within the 
wearer’s personal space. Exaggerated practices of the body with the wearables lead to exaggerated 
personal spaces. 
 
Looking at issues of personal harassment from the perspective of the body allows us to see that the body 
is the site of cause of and resistance to acts of sexual violence, but also that the body can also be utilized 
to mediate and dissipate these instances, and engage a larger public to do the same. This is facilitated 
through the aforementioned performative wearables, which act as a tool to help collect narratives, 
performances, and objects informed by instances of personal harassment and violence. Rather than 
prescribing an outcome, they help facilitate a series of malleable modalities that offer a diverse array of 
results. These modalities are documented and stitched together over time into a collection that begins 
to display and reinvent our current cultural system of oppression, disrespect, and identity policing. 
Framing these issues in this way provides alternate, flexible approaches with which to explore, describe, 
contemplate, synthesize, and evolve with these complex topics over many years.  
 
One modality in which the performative wearables examine exaggerated bodily practices is a series of 
workshops in Boston, conducted with community and organizational leaders working in fields related to 
sexual violence, harassment, and gender identity. These workshops considered ideologies from Augusto 
Boal's Theatre of the Oppressed, utilizing the wearables in movement activities to make connections 
between personal instances of harassment and larger systems of oppression. These workshops naturally 
lead to the next modality with which to investigate personal and bodily practice:  a collaboration with a 
local dance company. This effort will focus on the wearables as action inciting instruments around which 
live performances are created. This choreographed research will elicit a call for action from the audience 
by showcasing active possibilities of human interaction and providing a view of harmonious social 
interaction. Performances will occur in the same places where instances of personal harassment have 
been recorded. 
 
The issue of sexual violence and harassment is deeply complicated and endemic in cultures around the 
world. It does not discriminate against race, class, or socioeconomic status. Acts of sexual violence and 
harassment are all interconnected, but they are all attacks on personal space, challenging our personal 
identities and values. These wearables investigate the performance of our identities through 
choreographies enacted in public spaces, while illuminating acceptable public social etiquettes and how 
these practices of violence are ingrained in the cultural fabric. They create temporary zones of 
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discomfort for viewers, requiring them to question their own bodily practices, identity performance, and 
allowable personal space in public. Cultural change is a slow process, but the simple action of measuring 
our bodily movements against those in the wearables can make us aware of our own habitus – which is 
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The N-exlace – Imprints of a Lost Relationship 
 
Charlotte Goldthorpe, 
The University of Huddersfield, UK 
 
This is the first piece that has been created as part of a wider on going practice based research project 
entitled “Can an artefact be created to store the memory of lost love”. 
 
The study hypothetically defines what love is in the context of differing relationships, such as familial, 
platonic and romantic the explanation of ‘lost love’ is to be explored as this changes the status and 
emotion felt.  Lost love for the purpose of this study is defined as love felt for a person who is estranged 
from another, no longer in contact with or passed away from the participant.  The reasoning behind 
using lost love as the starting point is considered here. 
 
“Lost or dead loves, enshrined in an aura of imaginary perfection, seem to hover over all our 
loves…within the imagination, they take on a magical and healing power.  We idealise their 
attributes, make them the bearers of all our good and wholeness, the healers of our wounds” 
(Appignanesi, 2011, p. 36).   
 
The study will capture a number of participants lost love narratives, which will then be translated in to 
the design of storage artefacts. These narratives of lost love portray heightened emotion; therefore 
creating the belief that this lost love can be transubstantiated and harnessed within an object. 
 
The chest is an area of the body synonymous with love. Our heart, being the symbol of love is encased 
here, our neck being a sensual area on display or waiting to be kissed. 
 
The N-exlace is an accessory or the means to ‘store’ the love of a 
lost relationship.  The natural veg tanned leather is moulded tightly 
to the curves and undulations of the body to allow a seamless fit as 
if the leather was the skin from earlier years.  Imprinted on the 
leather are memories of the relationship, both good and bad.  
Images from happier times in photo booths, playfully pulling faces, 
letters and postcards received talking about the future and that pain 
of being apart and diary excerpts as the relationship broke down, 
knowing it was nearly over, but not sure where to turn or what to 
do. 
In the centre of piece is a bubble.  The ghost of an object 
symbolizing the embodiment of the lost love.  A locket once given as 
a gift.  Like the love, the locket no longer remains, but the imprint 
on the person is still present, leaving memories that shape our 
character, lifestyle and fashion choices and in certain aspects our 
future relationships. 
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The Design Process 
This is a personal piece, rather than creating from collected narratives.  Therefore the locket, letters, 
photographs and diary entries are all my own.  The design process started with collecting these 
souvenirs from a previous relationship or ‘lost love’ and experimenting with how the objects could be 
applied to create a new fashion artefact.  Casting with translucent silicone is a predominant part of my 
work as it allows the detail of objects to be captured clearly and viewed as if they were still present.  I 
like to re-imagine objects as being absent from their original location, but leaving a lasting impression in 
the space they once possessed.  The locket here felt as if it should still be part of the skin and so I chose 
to embed it into the leather.  Like tattoos, the memories from the relationship are captured on the 
leather/skin and remind the wearer about the relationship, both happy and sad times.  The design and 
making process allowed me to rethink the ending of the relationship and acted as a therapeutic 
cathartic exercise remembering why choices were made, but how they have shaped who I have become. 
 
Making Process 
The leather was decorated with old photographs and excerpts by using acetone printing, where by a 
reverse image is placed face down on the leather, then acetone is painted on and rubbed through to 
create the print.  This gives a distressed finish depending on how hard or regular the paper is rubbed. 
Traditional leather craft technique of wet moulding natural vegetable tanned leather to form the shape 
of the piece.  It is then left to dry and set into place.   
The leather is finished using traditional edge burnishing techniques and carnauba crème wax finishing. 
The locket was cast using a platinum cure silicone and a spherical mould.  The locket was suspended just 
on the surface of the silicone to give the front half impression.  The bezel of the locket remains as an 
idea of what once was there. The silicone mould was then secured in place by sandwiching between the 
leather and secured using silicone glue. Using rivets and a buckle and strap to keep the piece in place 
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Saturday, April 30, 2016: Session 3A 
 
Body shape variations, fit and style: Matrushka Construction, a case study 
 
Janet Hethorn 
Central Michigan University, USA 
 
With the wide range of body shape and dimensions that exist along side the narrow range of sizing 
options, it is a wonder that people can find clothes that fit.  Frustrations often exist for consumers when 
searching for clothing to meet their fit and styling expectations, especially if their size and shape are 
different from the garment selections.  For producers of clothing, it can also be challenging to create 
clothing that fits a range of bodies and looks equally great throughout the sizes.  At the retail level, 
negotiation occurs as merchandisers attempt to find solutions for their customers by providing the right 
mix of choices obtained from producers.  
 
This presentation reports on Matrushka Construction, a Los Angeles clothing company and retail store in 
Silver Lake, owned by Laura Howe.  The focus is on the successful strategies and processes that 
Matrushka Construction engages in as they work to meet customer expectations, production challenges, 
and retail style negotiation.  
 
In-person and phone interviews were conducted, along with video documentation of styles and 
customer reactions, during the spring of 2015.  These contributed to the case study approach taken 
within this project.   
 
Located on Sunset Blvd, in the heart of the Silver Lake area of Los Angeles, Matrushka Construction is a 
retail shop that caters to women between the ages of 20 and 60.  The array of styles they offer includes 
mostly dresses made of fabrics sourced locally in the Los Angeles fabric district. All garments are 
designed and handmade in Silver Lake.  The designs “reflect the natural grace, comfort, and style of all 
women for all occasions”.  In order to meet this goal, designs are developed with the intention that each 
style has the potential of looking great on any body.  All styles offer construction structures that are 
possible to simply and directly alter.  When the design lines can be adjusted (in/out/up/down) to 
individual body shapes and dimensions, the resulting fit is comfortable and looks great.  One customer 
remarked that she has purchased over a dozen Matrushka Construction dresses that all “feel as 
comfortable as pajamas”.  Within the shop, there is a small sewing area where alterations are made on 
the spot.  The customer tries on the garment and under the careful eye of the owner/designer, the 
fitting changes are suggested and then the garment is altered while the customer waits.  There is no 
additional cost for this.  “There is a bit of a wow factor.  Most people haven’t seen anything like this”.   
By remaining focused on style development and with a keen observation of variations in body shapes 
and fit preferences, Matrushka Construction has developed a successful approach to create clothing that 
people are pleased with.   
 
Presented will be details of Matrushka Construction styles, processes, challenges, and their customer 
reactions.  Implications for broader applications will also be discussed.   
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Fashioning the Formal Body: Renter Identifications of Good Fit and Strategies to 
Achieve Good Fit in Rented Formalwear 
 
Ellen McKinney 
Iowa State University, USA 
 
Fit is the relationship between the body and the garment.  Definitions of “good fit” are a product of the 
current fashion.  These definitions can be mediated by occasion, place, and human relationship with the 
garment (Stone, 1965).  The goal of this study was to understand how renters of formalwear 
characterize good fit and solve their fit problems.  The findings deepen our understanding of consumer 
fit evaluation and practices surrounding formalwear, particularly rented formalwear. 
 
Method 
Six hundred online consumer reviews (OCRs) of formalwear rented on the Rent the Runway website 
(RTR) were coded using a developed coding scheme (McKinney & Shin, 2014), as part of a larger study.  
Inter-coder reliability was 93.4%. This paper focuses specifically on those reviews that included 
comments about physical fit length or circumference (n = 219) and/or comments about strategies for 
achieving better fit (n = 234).  Coded fit strategies included: (a) wearing heels or flats, (b) wearing a 
particular bra type, (b) wearing Spanx® control undergarments, (c) wearing a belt, and (d) using fashion 
tapes and/or pins. Quotes from these reviews were qualitatively investigated as a group to understand 
how renters of formalwear identify good fit and solve perceived fit problems. Four major themes of fit 
evaluation and related fit strategies emerged.  
 
Findings 
“Perfect” Length: Shoes and Fashion Tape 
For length, good fit meant that the length of the dress was as desired, as in these comments:  “I wore 5'' 
heels with the dress and the length was perfect” (P37) and “I have a butt and was a bit worried about 
length but it came about 3 inches above my knee which was perfect” (M5).  Bad fit meant either the 
dress was too long or too short, as in these comments: “The only downside was that the length was 
quite long, so I needed very high heels” (M80) and “My only complaint is that the dress is a little short 
and the skirt really rides up when sitting down or getting low on the dance floor” (M183). Renters used 
high-heeled shoes to increase their body height (as above) and solve their fit problems.  However, this 
strategy was not always successful: “It is a little long, I wore it with 5-inch heels and it was still on the 
ground” (P54). Fashion tape was also used to correct the dress length, as in this quote: “It was too long 
for me - I didn't wear heels, though and just double stick taped the hem up” (P167). For full-length 
dresses, shortness was remedied by wearing flats: “I wore it with flats and it just grazed the floor” 
(M105).  
 
“Fit Like a Glove” Circumference: Undergarments, Garment Size, Pins, Tape, and Belts 
For circumference, good fit meant the garment fit close, but not too close to the body. A key phrase 
seen repeatedly was “fit like a glove”, as in these examples: “I liked the way it hung on me-- not too tight 
or loose anywhere and still complemented my body type” (T123) and “This dress fit like a glove without 
looking inappropriate” (P83). Bad fit most often meant that the garment was too tight: “It wasn’t the 
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most comfortable dress because it was a tad too tight underneath the chest” (P162).  For upper body fit 
problems, the solution was a change of undergarments or dress size: “Even though it was plenty full on 
the bottom, but the top was very fitted and I had to go without a bra to prevent gaping between the 
buttons” (T51) and “It runs pretty true to size except in the chest--it was way too tight on me, so I had to 
end up going a size up and that was still too tight in the chest” (M38). Lower body fit problems were 
solved by compressing the body with Spanx®: “Mine was SUPER tight in the butt area so I had to wear 
Spanx for pictures” (P174) and “I wore the 4, but it was very tight. After I put on a pair of spanx, it fit 
great!” (T118). Occasionally, bad fit meant the garment was too loose.  These problems were fixed with 
pins, fashion tape, or a belt.   
 
“Strapped Up and Secure” Breast Support: Specific Type of Bra 
A good-fitting dress supported the breasts, such that a bra was not needed, as in this example:  “It fit 
like a glove and supported my chest without a bra!” (T66) and “I was able to go without a bra which is 
NEVER the case. The girls were strapped up and secure” (P169).  Being able to wear a bra was also 
considered a positive aspect of the dress. For example, “I was able to wear a regular bra with it” (M93) 
and “was able to wear a strapless bra with this one” (P103).  Stick-on bra cups were the solution when 
the dress did not allow wearing of a bra: “I wore a Nu-Bra (just the stick cup pieces) since it was an open 
back” (T82). 
 
“Tone it Down” Neckline Fit: Fashion Tape and Pins  
Neckline fit problems were most often solved through the use of fashion tape, as in these comments:  
“The straps were slightly long but I stuck those on with some of the fashion tape provided, so that was 
fine, and I did also have the rolling issue at the top of the bust, but again – fashion tape to the rescue” 
(P117) and “Hollywood fashion tape is a must as the plunge is very low!” (M66).  Pins were also used to 
solve plunging neckline fit issues: “I pinned the very front to tone down the cleavage a bit, but this dress 
is beautiful and fits pretty well” (T126).  
 
Conclusions and Implications 
These findings expand upon fit as an apparel evaluative criteria identified by Eckman, Damhorst, and 
Kadolph (1990).  For formalwear renters, dress length, circumference, breast support, and neckline are 
primary areas of fit evaluation.  Renters are willing to make temporary alteration to their body or to the 
dress to achieve desired fit. Companies should be aware that formalwear consumers desire a close-to-
the-body fit and prefer styles that support the breasts without a bra or allow them to wear easily a non-
specialty bra. Furthermore, companies may improve fit satisfaction by supporting the process of 
consumer body and dress modification by selling items that help consumers self-correct fit problems 
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#PlusIsEqual?: The Effectiveness of Social Marketing in Fashion 
 
Jennifer Harmon, University of Wyoming, USA 
Kelly Reddy-Best, San Francisco State University, USA 
 
Introduction. Vogue is the top fashion magazine in the United States, with over 1 million subscribers 
(Alliance for Audited Media, 2014). The September issue alone had over 698,500 additional single-copy 
newsstand sales in 2014 (Adams, 2014). The September 2015 issue of Vogue featured a grey-scale 
advertisement by Lane Bryant, depicting the shadows of 6 plus-sized models. The ad contained the 
following message: “9.14.2015 #PlusIsEqual It’s time for change. Be a part of it. PlusIsEqual.com” (Lane 
Bryant, 2015). In this study, we analyze the multi-faceted effects of this social marketing campaign, on 
both social media and fashion magazines.  
 
Literature Review. Fashion magazines are often criticized for portraying an unrealistically thin ideal for 
women (Sypeck, Gray, & Ahrens, 2004). These idealized images can have various negative effects on 
women, including body dissatisfaction, body image disturbance, and social physique anxiety (Grabe, 
Ward, & Hyde, 2008). The fat body is often marginalized in fashion media, as the thin body is privileged 
in current body aesthetics (Czerniawski, 2015). Change is happening slowly, as plus size designers build 
their market and mainstream designers begin to book plus size models for their marketing (Papies & 
Nicolaije, 2012). While marketing efforts primarily focus on increasing profits, social marketing adapts 
commercial marketing techniques to increase the acceptability of a social idea and encourage voluntary 
behavior for change in society (Andreasen, 1994). In fashion, social marketing is a rarely utilized 
technique. Dove’s Campaign for Real Beauty is one social marketing example. Johnson and Taylor (2008) 
critiqued this campaign, arguing that the campaign’s efforts do challenge hegemonic ideologies of 
beauty, however, the company is also reinforcing consumption practices that “suggest that beauty and 
self-acceptance can be accessed through the purchase of Dove beauty products” (p. 962). 
 
Research Questions. Missing from previous analyses of social marketing is the assessment of their 
effectiveness to create and sustain social change. This study analyzes the social marketing campaign 
“#PlusIsEqual” and its ability to promote change in women’s body size diversity in the fashion industry. 
The following research questions guided our study: (a) How was the #PlusIsEqual website used in the 
campaign?, (b) What was the reaction to the campaign by Twitter users?, (c) Were plus-sized models 
featured in fashion advertisements or fashion spreads after the campaign started?, (d) Was the 
campaign mentioned in fashion magazines. 
 
Methodology. For the first three months, the campaign website, Twitter posts and prominent fashion 
magazines were analyzed. The #PlusIsEqual website was coded for site attributes and contributions to 
the campaign. We analyzed Twitter social media posts because the campaign website encouraged using 
Twitter  by featuring tweets on their website and including a “#” in their campaign name. The posts on 
Twitter were counted and a representative, random sample of 384 was selected. Then, the posts were 
analyzed for prominent themes.  
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Also, the effect of the campaign on the content and advertising women’s fashion magazines was 
assessed for three months. Vogue, Elle, Harper’s Bazaar, InStyle, and Glamour were selected because of 
high subscription rates or the campaign website mentioned the magazine. The magazines were analyzed 
for the presence of plus-sized models and for coverage of the campaign. A second coder trained in the 
project coded the tweets and magazines. Coding discrepancies were discussed, resulting in Cohen’s 
Kappas ranging from .6, moderate to 1.00, perfect in reliability. 
 
Results. Leading up the September 14th reveal date, the website featured a moving, repetitive image 
(gif) of the faded plus size women walking toward the viewer, and several tweets from people 
supporting the campaign. On the campaign reveal day, the gif on the campaign website changed to be a 
black and grey moving image, with faces, bodies and clothes visible. For the first month, the website 
featured plus size supportive pledges for people to repost. These soon disappeared, and the website 
changed only with consumer’s tweets or Instagram photos. 
  
The analyzed tweets were mostly posted from individuals (n= 373) and were mainly unique responses 
(n=336). Tweets contained a variety of themes including being descriptive (n=56), focusing on the 
models (n=19), the consumer’s own response to the campaign (n=93), focusing on the campaign 
message (n=80) or the campaign activities (n=24) and other themes (n=99). Criticisms of the campaign 
centered around the aesthetics of plus size models, health issues, the campaign not being inclusive 
enough, and the campaign being financially beneficial to Lane Bryant. For example, one respondent 
tweeted “No successful social rights movement has ever had commerce attached to it.” Posts unrelated 
to the campaign and self promotion through campaign affiliation posts were also observed. Most posts 
related to the campaign were positive in tone (n=233) and supportive (n= 206). For example “Just saw 
the #PlusIsEqual commercial and I couldn't agree more. Every woman is beautiful, it doesn't matter 
what size she is.” 
  
Within the 15 magazines, 36 advertisements, fashion spreads or editorials portrayed plus- sized women, 
as determined by the Photographic Figure Rating Scale (Swami, Salem, Furnham,  & Tovée, 2008). These 
women were more likely to be featured in content stories (n=20) than in advertisements or fashion 
spreads. Additionally, they were more likely to be overweight (n=32) than obese (n=16). No magazine 
coverage of the campaign, beside the advertisements was noted. 
Conclusion and Implications. During the first three months of the campaign, limited success was noted 
in gaining attention and acceptance for plus size fashion models. Continued analysis of the campaign will 
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Saturday, April 30, 2016: Session 3B 
 
The Inanimate Fashion Figure: the Fashion Doll and the Mannequin 
 
Tarah Burke 
Ryerson University, Canada 
 
Dress offers the ability to facilitate the communication of identity as a reflection of an acceptable public 
image. "In our society, not just the body in general, but the unclothed body in particular have been 
traditionally regarded as lacking and unfinished entities, and it is dress that has time and again been 
assigned the responsibility of transforming the incomplete body into a complete cultural package” 
(Cavallaro 3). This paper seeks to examine the manufactured ideal beauty image from a perspective 
away from the standard representations in media and popular culture by focusing on the relationship of 
women with the inanimate fashion form of the fashion doll and the retail store window mannequin. 
Dress shapes and defines our individual and collective relationship with beauty and we allow these 
inanimate fashion figures to educate us on the nature of that dialogue. As representations of the 
fashionable female form, they communicate ideas on the correlation between fashion, the body, and 
ideals of beauty, while creating an artificial and manufactured experience. The inanimate fashion figure 
blurs the lines between reality and fantasy extending the play-based relationship established with the 
fashion doll into the interaction of the female consumer with the retail store mannequin. 
 
The action of play is essential to the development of childhood socialization and the internalization of 
socially accepted ideals. It is responsible for defining gender roles and concepts of beauty (Norton 2). 
The physical appearance of fashion dolls like Barbie and the retail mannequin are entrenched in an ideal 
of beauty and body shape wrapped in the packaging of fashion. The doll creates a barometer for girls to 
judge themselves against, lasting well into adulthood. "Just as the mother provides guidance and 
instruction from above to the child... the doll as a fashionable woman in the arms of a girl, is another 
indication that the child is being surrounded by the best of exemplars in training her to her social and 
personal obligations" (Peers 6). The retail mannequin is an identifiable and familiar instrument to 
convey societal norms and trends from the designer and retailer to the consumer. As an idealized form, 
it connects reality and fantasy conveying a belief that the purchase of the commodity will prolong the 
fantasy (Osborne 186). The inanimate fashion figure is an educator and arbiter of taste. It is an early 
example of what it means to be a woman in the world and the mannequin is continues as a beacon into 
adulthood. Inanimate representations of the female form portray an essential role in the development 
of these idealized concepts of beauty due to their participatory role in fantasy. 
 
To understand the nature and similarities of these inanimate female forms, a visual and anthropometric 
comparison was undertaken. A comparative analysis was made of the Barbie doll, retail mannequins 
from the 1950s and contemporary, as well as the newer ‘real woman’ retail mannequins. Each figure 
was measured with a soft measuring tape, in inches and centimeters, and photographed. A comparison 
was made of the waist to bust ratios (WBR), a waist to hip ratios (WHR) and heights. The results were 
also compared to figures gathered from Macrae and Thorne’s analysis of general female measurements. 
The comparison highlighted that the proportion ratios of the Barbie doll, the 1950’s and the 
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contemporary mannequins were all very similar in range, illustrating a connection to an unattainable 
beauty ideal and a direct size connection between the mannequin and the fashion doll. While the 
proportions of the ‘real woman’ mannequin were the closest aligned to the body measurements of the 
average woman, it also experienced the greatest elongation of the figure which diminishes the visual 
reception of the wider measurements, ultimately rendering her less like the average woman and 
continuing the identification with the ideal female form. The similarity between the body shape of the 
fashion doll of child’s play and the mannequin marketing to the adult consumer is instrumental in 
continuing the relationship between the fantasy of play and ideals of fashion and beauty.  
 
 Through the use of Neurometrics, the impact of visual merchandizing on the buying brain and 
purchasing power can be examined. In the process of shopping, the brain will evaluate imagery like: 
attention, emotion, memory and novelty. These lead the shopper to identify with the familiar, while still 
feeling like they are participating in an experience (Pradeep 158). All of the above imagery could be used 
to describe human interaction with the retail mannequin and its connection to the nostalgia of the 
fashion doll. They are designed to grab our attention; the human based structure encourages us to 
project emotions and characteristics on to inanimate form. Mannequins can trigger memory of a brand, 
fashion image or experience and they are novel because they exist almost solely in the display 
environment, yet they are designed to look like an idealized reflection. Retail store marketing utilizes the 
store window display and the mannequin itself to generate a narrative, allowing the viewer to identify 
with and covet the idealized inanimate female form and the commodities presented alongside (Osborne 
187).  The mannequin is a chance to continue our childhood interaction with the inanimate fashion 
figure of our youth, but in a socially acceptable adult context designed to help us reach an ideal of 
beauty. This ideal was established during childhood play and continues through the fantasy of attaining 
the ideal associated with the mannequin in the window. The mannequin invites the viewer to continue 
to participate in the fantasy and navigate fashion ideals as an adult through consumption. The physical 
and interactive similarities between the mannequin and the fashion doll are essential to why the 
mannequin is such an effective selling tool to the female consumer. It is an extension of the relationship 
we develop with the doll but in an acceptable form within adult life. Through the mannequin we can 
continue to ‘play’ within the fashion system. 
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Speaking with Style: Communicating Through the Cinched-Waist of the New Look 
 
Laureen Gibson 
University of Minnesota, USA 
 
When Christian Dior presented his collection in 1947 he created what would eventually be known as the 
New Look. While the fashion included sloped shoulder and longer skirts, it is frequently remembered for 
its narrow, wasp waist. Some might dismiss women’s adoption of this fashion as inconsequential.  Yet, 
women’s modification of their bodies with dress during this period is crucial to explore. The meaning of 
the New Look is not inherent to the under- and outer-garments that comprised it.  Rather, the fashion 
can only be understood in relation to its cultural and historical contexts.  This paper builds on 
anthropologist Martin Wobst’s (1977) definition of style – “formal variability in material culture that can 
be related to the participation of artifacts in processes of information exchange” (p. 321) – and utilizes 
both contemporary media and more recent research to consider the mid-20th century cinched-waist 
fashion.  
 
Wobst’s (1977) definition, quoted above, counters those that position the style of material objects in 
opposition to, and sometimes beneath, their function. He argues that “style” serves a function.  
Considering women’s dress through Wobst’s approach somewhat shifts the question from the meaning 
of the fashion to what is being communicated by its adoption.  This approach moves beyond the 
garments, themselves, and focuses on their presence and effects on the female body. This takes into 
consideration the contextual meaning of dress; not only the physical surroundings but also women’s 
bodies are aspects of the context. 
 
Wobst suggests there is an ideal social group to communicate to through the style of objects like dress: 
the “socially distant” (p. 326). However, who were the “socially distant”?  It is helpful to consider the 
situation faced by women following WWII. Many were pushed out of jobs they held during the war to 
make room for returning GIs, leaving them economically disadvantaged. One solution was to get 
married. Thus, it seems logical to assert that for a number of women the “socially distant” were 
potential husbands.   Adopting the feminine cinched-waist would have been an effective means of 
visually communicating with a broader range of eligible single men, rather than conversing with them 
individually. 
 
In terms of the information conveyed, Wobst suggests communicating through artifacts is more 
appropriate for certain types of messages – those that are simple, invariant, repeated. With this and 
women’s potential desires to attract men in mind, the cinched-waist fashions of the post-war era may 
have been adopted to communicate characteristics that suggest the wearer would make a suitable wife.  
Dress researchers have commented on the use of dress to attract the opposite sex (Banner, 1983; 
Kidwell & Steele, 1989). In particular, women have used traditionally feminine dress to attract husbands 
at times when they lacked access to other means of financial support. These sartorial tactics for securing 
a husband were encouraged by contemporary media.  For example, Vogue’s “Report on New Fashions 
with a Man in Mind” (1948) focuses entirely on men’s reactions to and approval of the new style of 
dress. 
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A number of traits could be communicated – consciously or unconsciously – by cinching the waist, 
including compliance with gender ideals, fertility, and sexual attractiveness. Wobst notes the role of 
style in broadcasting adherence to the “behavioral norm of the group” (p. 327). Fields (2007) echoes this 
observation. Speaking specifically of the undergarments worn beneath the New Look, she comments 
they “not only construct gender differences but also display compliance to their conventions and 
boundaries” (p. 263). A narrow waist is not only an indication of gender difference, but also fertility in 
women, with the hip-to-waist indicating levels of estrogen (Etcoff, 2000). The ability to bear children 
was particularly important in the post-WWII years, when having a family was idealized. The narrow-
waisted, hourglass silhouette was also central to the period’s beauty ideals – typified by 1950s sex 
symbols like Marilyn Monroe (Banner, 1983). Thus, a woman’s cinched-waist would have been a potent 
symbol to the general male public. 
 
Granted, women by no means abandoned the narrow-waisted fashion once they secured a husband or 
when they were at home.  Although one could argue that more extreme versions of the New Look 
tended to be worn for special, public occasions. The noted relationship between the fashion and cultural 
ideals may have contributed to women’s continued adherence. Wobst argues that communication 
through style ensures “conformity and compliance with behavioral norms and facilitates the recognition 
of deviance” (p. 327). With this disciplinary function in mind, abandonment of the material garments 
conveys a rejection of those traits it signified. However, this view of dress as a sort of policing 
mechanism potentially casts the New Look, and feminine dress in general, as largely oppressive and the 
women adopting it as passive.  It is also possible it was adopted because women saw it as a source of 
power in a society where they had become economically disadvantaged.  However, this begins to 
encroach upon why the fashion was adopted and not what was communicated by it – which requires 
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Refashioning the Body: American Vogue and Sexual Revolution in 1960s America 
 
Anna Lebovic 
United States Studies Centre, The University of Sydney 
 
This paper traces how and why the body assumed a more central and prominent role in America’s pre-
eminent fashion magazine, Vogue, during the 1960s. In contrast with Vogue’s conservative coverage of 
the 1950s, in the 1960s the magazine was an unusually early enthusiast of the sexual revolution as it 
gained cultural momentum. Vogue published its first feature on the most iconic sartorial embodiment of 
the sexual revolution – the miniskirt – as early as January 1965. This editorial move anticipated the 
garment’s mainstream acceptance by a full year. Similarly, the magazine absorbed and reproduced an 
even more risqué manifestation of the sexual revolution – nudity – prematurely. The naked breasts of 
German model Verushka were a memorable feature in the October 1966 issue, an inclusion that also 
pre-dated the nudist musical Hair by a year.  
 
Moreover, the magazine was not just an early but consistent advocate of the body (and clothing that 
showcased it) throughout the 1960s. Nakedness was far from unusual in Vogue in the late 1960s; a 
confronting close-up of one of model Lauren Hutton’s bare breasts was featured in graphic black and 
white in the January 1969 issue, whilst by 1970, Vogue had moved on to full Technicolor nudity. 
Importantly, the magazine’s preoccupation with nudity was not restricted to the female form. In the 
December 1967 issue, a six page article on the famous Russian ballet dancer Rudolf Nureyev featured an 
evocative photograph of the artist dancing in the nude.  
 
Vogue’s editorial evolution from the early 1960s to the late 1960s was, therefore, as swift as it was 
stark. The body became – both literally and metaphorically – an omnipotent force within the fashion 
periodical. But as the magazine’s content clarifies, this was because the sexual revolution had shifted 
the focus of the sartorially minded from clothes to the body. As clothing became more invisible in the 
mid 1960s, and the body consequently became more visible, Vogue suggested that it was the body itself 
– rather than the garments adorning it – which now constituted “fashion.” Indeed, in the wake of the 
miniskirt, Vogue “predicted” in 1965 that “the body is the great new fashion power.” This paper, then, 
explores how the sexual revolution kick-started a process whereby the body itself became fashion. It 
also spotlights how magazines like Vogue were critical sites where a new understanding of the body was 
fostered and forged during this tumultuous period.  
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Saturday, April 30, 2016: Session 4A 
 
An Assessment of Lacrosse Equipment and Uniforms 
 
Anthony DiSanza and Belinda T. Orzada 
University of Delaware, USA 
 
Athletes rely on their uniforms and equipment to play a particular role during intense competitive 
activity. Various components of athletic performance are evaluated before equipment is designed for its 
intended sport. Thus, every sport has different equipment that has been specially designed to fit the 
needs to the player and the game. As for men’s lacrosse, the contact game that has evolved from Native 
Americans, durability, protection, and comfort of equipment are all essential. The number of high school 
lacrosse players has doubled in the last decade and with its growing popularity, lacrosse captures the 
attention of not only athletes, but sports equipment companies as well (Pilon, 2014).  
 
Different from other popular sports, lacrosse is seen as a skill-based sport, where players use their skills 
with the stick to gain an advantage. In men’s lacrosse, a player’s uniform consists of shorts, shirt, 
helmet, elbow pads, shoulder pads, gloves, and a mouthpiece. Additionally, cleats designed for lacrosse 
are similar to football cleats and made for extensive amounts of changing direction. In this preliminary 
study, we utilized Lamb and Kallal’s FEA model (1992) as a theoretical framework while researching the 
history of the game and each aspect of lacrosse apparel and equipment, its relationship to the body and 
the needs of the player. This assessment covers only men’s lacrosse and provides suggested design ideas 
toward the improvement of the game’s apparel and equipment. 
 
The game of lacrosse was originally played by Native Americans and was known as stickball. Today, the 
game is played with a stick that consists of three parts: the shaft, the head, and the mesh center. Players 
are limited to using only their stick to catch, pass, and shoot the ball. A lacrosse game is played between 
two teams using one white rubber ball, the team that scores more goals in the opposing teams’ six-foot 
by four-foot goal at the end of the four periods of play is the winner.    
 
The FEA Model is defined as a user-centered model intended to identify the clothing needs of the end 
consumer (Lamb & Kallal, 1992). This model was initially organized as a teaching tool, used to assist 
student designers in the design process. Since 1992, the FEA model has been applied to relevant areas 
of functional design research that includes everything from hospital gowns to women’s sailing apparel 
(Bye & Hakala, 2005). The FEA Model provides a framework for assessing functional, expressive and 
aesthetic considerations to identify consumer needs and wants (Holland, 2007).  
 
In relation to sports, the FEA model has been used to investigate the relationship between commitment 
to sport and satisfaction with sports uniforms (Holland, 2007). The relevance of the FEA model in 
lacrosse is of great importance. The functional properties of the uniform and gear are the key to player 
performing at a high level. The functional aspect also is directly related to player safety. Recently Katie 
Breedlove of Purdue tested the function of a lacrosse helmet and the results lead to a recall of lacrosse 
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helmets due to a lack of protection. These newer helmets known as the Cascade “R” and warrior 
regulator were deemed unsuitable (Pilon, 2014).  
  
Furthermore, with fashion trends constantly changing because of upgrades in apparel and equipment, 
the expressive and aesthetic sides of the FEA model can be as important as functionality for sports 
apparel and gear. Though the uniform for lacrosse is a chance for the players to show their 
expressiveness, expressive components are often governed by team and league rules.  A typical lacrosse 
uniform consists of a jersey and matching shorts. In most circumstances, the uniform will have the 
player’s number, team name, and displays the team’s color. Research indicates that athletes may value 
particular brand names regardless of function contributions to the uniform. Further, the number worn 
by players can be seen a way for players to express themselves. An example would be if a player feels 
the number reaches their ideal self due to an underlying cause (Holland, 2007).  
 
In regards to aesthetic criteria, there are five items that suggest aesthetic components. These include 
color, style, attractiveness, social-psychological comfort and fit (Holland, 2007). Research conducted has 
shown that attractiveness has been identified in various other sports besides lacrosse. Female in-line 
skaters were shown to have a greater interest in fashion over comfort, indicating a need to 
psychologically present the self as attractive in uniform (Dickson & Pollock, 2000).  
 
Through personal observation, experience, and research on criteria for developing athletic gear, we 
have identified design improvements to mobility and safety for multiple pieces of lacrosse equipment. 
The FEA model reveals the need for implementation of change to many functional design components 
across the sport of lacrosse. These include a stronger frontal region for lacrosse helmets and a non-slip 
material for elbow pads with high levels of protection. An extensive comparison to football and hockey 
pads, revealed lacrosse padding and uniforms have substantial space for growth. These untapped 
markets can benefit greatly from research, which reemphasizes the importance of this study. As a final 
thought, the game of lacrosse is still viewed as a newer sport that continues to grow and as a result, 
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Functional and Aesthetic Branding Ideation for Protective Coveralls 
 
Kira Erickson, Linsey Griffin, Elizabeth Bye, and Karen LaBat 
University of Minnesota, USA 
 
Protective coveralls are one-piece garments that provide varying degrees of protection for the human 
body.  Breathability is a function that is often lost in protective coveralls because the material used 
affords a barrier against air borne and liquid particles.  There are some instances when the level of 
protection allows for the incorporation of breathable materials. A Fortune 50 company that produces 
protective coveralls manufactures a model that incorporates a breathable panel in the shape of an 
inverted triangle into the back of the coverall. Consumers recognize this triangle design and associate it 
with this company, differentiating their coveralls from other competitors. In order to align with the 
company’s current product offerings, the researchers addressed the question: how can the trademark 
triangle be incorporated into a new coverall design? The design process was used to direct ideation in 
two distinct categories: functional and aesthetic application of the triangle.  
 
Research has indicated the competitive advantage of companies that incorporate unique branding and 
design of their products much like the incorporation of the triangle design across products. The visual 
stimuli, such as symbols, logos, and product design that are associated with a brand help to strengthen it 
(Henderson, Cote, Leong, & Schmitt, 2003).  Symbols, like the triangle design, help to establish cohesion 
and add structure to a brand’s identity (Kent, 2003). A strong brand identity creates brand loyalty, 
allows for premium pricing, differentiates products and protects against competition (Hutton, 1997; 
Henderson, Cote, Leong & Schmitt, 2003).  
 
Functional Breathable Design Ideation 
Functional application of the triangle design involved ideating different methods of integrating 
breathable triangle panels into the new coverall design.  Through researching the body and areas of the 
body that generate the most heat and perspiration, it was determined that the most effective areas to 
place breathable panels were the upper and lower back, and shoulders (Smith, 2012). The other 
challenge was maintaining the original proportions of the trademark triangle. 
 
Numerous functional design applications with special consideration to manufacturability, brand 
alignment, and heat dispersion were presented to the company by the researchers.  Figure 1 shows 
ideations that were presented for consideration.  While these designs successfully incorporated a 
breathable panel with an obvious triangle shape addressing the main areas of body heat dispersion, 
many of the designs added seams and complicated manufacturing.  With direction from the company, 
researchers decided to focus their ideation on ways to maximize breathability, while keeping 
manufacturing costs to a minimum. 
 
Aesthetic Triangle Design Ideation 
The researchers also focused ideation around non-functional integration of the company’s iconic 
triangle design into the new coverall.  Consistent with the original triangle shape, Figure 2 shows design 
ideations that illustrate effective ways to incorporate the triangle shape, ranging from a single printed 
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triangle on the back of the hood, to a printed triangle across the front of the chest, to a modern all-over 
subtle triangle print option.  While there would be added cost to materials and manufacturing, this 
method of branding was determined to be successful in helping the company’s coveralls stand out in the 
market.  
                                




There were many alternative solutions to the research question. The functional application of the 
triangle design through breathable panels proved to be most appealing to the company. The aesthetic 
applications, though unique in appearance to other coveralls on the market, were thought to be less 
marketable because of additional costs without any added functionality. At the company’s direction, the 
researchers moved forward prototyping and developing the coverall designs with breathable panels and 
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Fit for Space: Leveraging a Novel Skin Contact Measurement Technique Toward a 
More Efficient Liquid Cooled Garment 
 
Crystal Compton and Dr. Lucy Dunne 
University of Minnesota, USA 
 
Liquid cooled garments are a fundamental aspect of regulating astronaut’s core body temperature 
during launch and entry and EVAs. They manage the thermal energy created by the body, to ultimately 
regulate the body’s core temperature and maintain a comfortable and safe working environment for the 
astronaut. Liquid cooled garments astronauts wear rely on conduction to transfer body heat. Heat from 
the body is conducted to a garment that contains cold flowing water. It is crucially important to have 
contact between the garment and body at all times and in all locations in order for the garment to work 
most efficiently using conduction.  
 
To effectively re-design a liquid cooling garment to promote good contact, it is important to first be able 
to diagnose where the problem areas exist. Therefore, a method to measure where the garment 
touches the body or not during movement could provide answers to not only improving the thermal 
regulation, but also the fit, comfort, and mobility of liquid cooled garments for future space exploration, 
human spaceflight, and more. 
 
Existing methods of measuring the relationship between the body and garment rely on static imaging 
and are not able to measure contact while the body (and garment) is in motion. Here we present a novel 
method based on a ‘switch’-like principle, in which contact with the grounded body completes a circuit 
to close a switch attached to the digital input of a microcontroller. Working principle and early results of 
this method are discussed. 
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Saturday, April 30 2016: Session 4B 
 
Sizing the athletic adolescent: A case study of culturally appropriate sports uniforms 
for an East African Muslim community 
 
Elizabeth Bye, Robin Carufel, and Kira Erickson  
University of Minnesota, USA 
 
It is impossible to dribble a basketball between your legs when you are required to wear a full-length 
skirt. The GIRLS (Girls in Recreational and Leisure Sports) project, a two-year collaboration between the 
University of Minnesota’s College of Design, the Tucker Center for Research on Girls and Women in 
Sport and the Cedar-Riverside Muslim community, aimed to make this simple act possible for twenty-
five adolescent girls. Participants co-designed uniforms that were respectful of their Islamic religious and 
cultural beliefs, supported safe and active participation in sports, and fit their aesthetic desires. This is a 
case-study of how the co-designed, culturally appropriate uniforms were sized and fit to meet the needs 
of this group of East African adolescent girls. 
 
Twenty-five girls ranging from 10 to 15 years of age received uniforms consisting of a loose fitting knee-
length tunic, leggings, and sports hijab all made from a nylon-spandex knit. Ten girls were scanned at the 
University of Minnesota’s Human Dimensioning Laboratory© in the VITUS Smart 3D laser body scanner 
as part of the overall project goal to expand their knowledge of the apparel design field. Girls wore scan 
suits provided by the lab. Fifteen girls were hand-measured by the researchers during weekly meetings 
at the Brian Coyle Center. These girls wore their own camisoles and leggings. Modesty was a major 
concern for the girls, thus all measurements were taken individually and in private. Twenty-two 
measurements from both the scanned and manually measured participants were recorded in an excel 
spreadsheet. These measurements included: girth (bust, waist, hip, total crotch length, thigh, knee, 
ankle, upper arm, head widthwise above ears, head lengthwise under chin, and upper arm), vertical 
(height, center front neck to waist, center back neck to waist, cervical height, knee height and waist to 
ankle), width (across shoulder, across back, across chest), and length (arm length and cervical to wrist). 
  
To develop the GIRLS sizing system, measurements were analyzed and compared to corresponding 
ASTM size charts (ASTM D5826-00 Standard Table of Body Measurements for Children, Sizes 2-6x, ASTM 
D6192-98 Standard Tables of Body Measurements for Girls, Sizes 7-16, and ASTM D6829-02 Standard 
Tables of Body Measurements for, Sizes 0-19). Observations during the measurement sessions 
evidenced considerable variation Juniors in height, weight and body shape within this small sample that 
were at odds with the measurements and proportions of the ASTM standards. Of specific note, 1.5 
inches was added to the ASTM standard hip measurements for all sizes to ensure proper fit in the GIRLS 
sizing system. 
   
To accommodate the various stages of puberty experienced by the participants, the final sizing system 
included both Children’s and Junior’s size ranges. The GIRLS sizing system included sizes: Extra Small 
(XS), Small (S), Medium (M), Medium/Large (M/L), Large (L), Extra Large (XL), Junior 1 (J1), and Junior 2 
(J2).  All sizes covered approximately two standard ASTM sizes (XS, Children’s size 6-6x; S, Girls’ size 7-8; 
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M; Girl’s size 8-10; M/L, Girl’s size 10-12; L, Girl’s size 12-14; XL, Girl’s size 16 to Junior Size 17). J1 and J2 
each cover ASTM Junior’s sizes 17-20, though J2 includes larger hip and waist measurements and fuller 
curves. 
 
Both Children’s and Junior’s include Regular and Tall categories to accommodate the variety of heights 
amongst the participants, which ranged from 54” to 67.75”. These secondary categories were added to 
address the observation that while the bust, waist and hip measurements for two of the fit models were 
within the accepted range for size medium, one girl’s height was put her in the XL size. The taller girl fit 
the size M uniform perfectly, thus the original medium pattern was used for the Tall category and 
alterations were made to reduce lengths to accommodate the Regular category. Participants were 
categorized based on whether they were above or below the average height for their size. Grade rules 
were developed from the GIRLS size chart using the Medium as the base size for the XS-XL range and the 
Junior 1 as the base size for the J1-J2 range. Grading was done in the Optitex CAD system. Incremental 
grading was used to clearly show the changes between each adjacent size and review pattern shape to 
correspond to body shapes. While this design used a 4-way stretch knit the fit was meant to be loose, 
thus garments were graded as if they would be manufactured from non-stretch fabric. Custom sizing 
was not considered due to the cost and the desire to mass manufacture the garments at a later date. 
  
Sewers from the local Cedar-Riverside community constructed the uniforms. Due to the range in sewing 
skills amongst the five sewers inevitable variations occurred in the quality of the fit of the manufactured 
uniforms. Basic quality control was conducted and alteration of all garments was offered after 
manufacture to ensure correct fit for each participant. During the final fittings it was found that ten of 
the 25 girls required alterations, mostly for shortening the hems of leggings (6/9), sleeves (5/9), and 
tunics (3/9). Six of the nine required the waist or hips be taken in. One girl required a new tunic to be 
sewing in a different size and one girl required the researchers to re-pattern the leggings to 
accommodate her short and curvy frame. Nine girls did not require alterations (the majority of these 
girls wore the base size Medium). Six girls did not attend the fittings, thus assessment of the fit of their 
uniforms could not be conducted. 
 
While this small group represented a wide variety of body shapes and sizes, a much larger, random 
sample is necessary to fully understand the sizing needs of East African adolescent girls. It is possible 
that the range of body shapes and sizes seen in the adolescent population may suggest similar variety is 
present in the adult population, echoing suppositions expressed by Hrženjak et al. (2015) during the 
development of a Croatian adolescent sizing system. Developing a custom sizing system (instead of 
using the ASTM standards) for this group of adolescents allowed the researchers to address the unique 
sizing and fit requirements for the majority of participants. Use of the ASTM standards would have led 
to more numerous and potentially difficult alterations. Though ten of the 25 girls required alterations, 
they primarily needed shorter hems, which suggests the addition of a petite category in future sizing 
systems for this population. Body shape needs to be more formally integrated into the development of 
the sizing system and of the base sizes. Overall, the recipients of the uniforms were excited with the 
increased mobility of the uniform and experienced dribbling a basketball between their legs for the first 
time. Coaches and parents were pleased with the improved safety and adherence to cultural mores.  
 
2016 Symposium Fashion and the Body April 29-30, 2016 St. Paul, Minnesota 
 




ASTM International (2000). Standard tables of body measurements for children, sizes 2 to 6x/7. 
West Conshohocken, PA: ASTM International. 
 
ASTM International (1998). Standard tales of body measurements for girls, sizes 7 to 16. West  
Conshohocken, PA: ASTM International.  
 
ASTM International (2015). Standard tables of body measurements for juniors, sizes 0 to 19.  
West Conshohocken, PA: ASTM International. 
 
Hrženjak, R., Doležal, K. & Ujević, D. (2015). Sizing system for girls aged 13-20 years based on  
body types. Textile Research Journal, 85(12), 1293-1304. 
 
  
2016 Symposium Fashion and the Body April 29-30, 2016 St. Paul, Minnesota 
 
65                                                                           I design.umn.edu     
 
brown girl dreaming 
An Analysis of the Role of Female Relatives in Management of Black Girls’ Bodies and 
Identities In the Civil Rights and Post Civil Rights Eras in the United States 
 
Annette Lynch, University of Northern Iowa, USA 
Tameka Ellington, Kent State University, USA 
 
Abstract. Memoirs provide an authentic route into the lives of others that contain potential qualitative 
data that can be utilized to expose patterns of significance central to understanding and interpreting the 
importance of dress and appearance to the cultural construction of identity. The purpose of this study is 
to use Jacqueline Woodson’s (2014) memoir entitled brown girl dreaming to explore management of 
Black girls’ bodies and identities by self and female relatives in the Civil Rights Era South and in the 
North in the years following the Great Migration (Wilkerson, 2010). 
 
Background. White Masters during the slave era conceived the concepts of “good” and “bad” hair as a 
way to cause an interracial divide within the African slave community. The status conferred on black 
slaves who more closely conformed to standards of white appearance, including being born with or able 
to display characteristics of “good hair”, became deeply ingrained and normalized within the African 
Diaspora community (Byrd & Tharps, 2001, Ellington, 2015; Gilchrist & Thompson, 2012).  Within the 
Black community management of Black girls’ hair became an important means of ensuring daughters 
would be received and treated with respect both within the community and also as they negotiated 
their way through the surrounding dominant White cultural world. 
Theoretical Framework: Erving Goffman’s (1959) symbolic interaction program and review framework is 
used to structure the analysis. In particular the content analysis focused on the role of female relatives 
in managing the programs of Jacqueline Woodson and her siblings in order to best navigate their 
children’s way through white culture in first South Carolina and later New York City in the 1960s and 
1970s.  
 
Methods: Researchers systematically reviewed Woodson’s memoir tracking all mention of hair and/or 
more general management of female identity through dress and appearance throughout the text. We 
analyzed data using an inductive approach searching for themes of management of identity as captured 
in the extended prose poem format of the text. 
 
Results: Analysis of the sections of the prose poems focused on hair/dress and appearance confirmed 
the central importance of hair as a marker of identity.  The thickness and texture of Jacqueline’s hair 
emerges in the very opening poem documenting her birth in rural South Carolina.  The book opens 
describing her birth and naming along with a mention of a gender coded pink blanket.  Her father dubs 
her quickly as his namesake, and wants to name her Jack. The women in the poem pat “the crop of thick 
curls” and declare “We won’t have a girl named Jack” (Woodson, 2014, p.6).  The key identity symbols of 
“pink”, “girl” and “thick curls” are equally prioritized—thus hair from the very start is earmarked as 
central to identity. The role of female relatives in managing the visual appearance of their daughters, 
and in some cases sons, in order to receive positive reviews from a White dominating culture emerges 
early in the memoir. The role of well-coiffed hair as a display of “proper” black identity is carefully 
constructed by Jacqueline’s mother, in preparation for boarding a South Carolina public bus in 1963. “On 
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the bus, my mother moves us to the back. It is 1963 in South Carolina. Too dangerous to sit closer to the 
front and dare the driver to make her move.” Jacqueline is three months old but “My sister’s braids are 
white ribboned” and her “brother’s head shaved clean.” “Sit up straight”, my mother says (Woodson, 
2014, p. 30). Throughout the prose poem narrative the management of children’s appearance, 
particularly girls’ and young women’s hair, by older female relatives is an important theme. Even as a 
young woman when Jacqueline begs her mother for a Michael Jackson style Afro like her cool uncle 
Robert, her mother denies her request and maintains her control over her daughter’s program, making 
sure her child is treated with respect in the classrooms and streets of New York City (Woodson, 2014, p. 
259). 
 
Significance:  Contemporary discourse focused on the role of parents in preparing young Black men to 
negotiate their way safely on the streets, in schools, and in other White dominated spaces has 
intensified as a result of the recent string of shootings of young Black unarmed men in the United States. 
This study takes us back to an earlier time period and illustrates the role of female relatives in 
purposeful construction of female Black identity with dual goals of ensuring respect within the Black 
community, but also working to move girls and young women through the surrounding White world 
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Was She Really Asking for it?: Sexual Molestation, Female Subjectivity, and Fashion 
Media studied through the Miniskirt 
 
Shayna Goncalves 
Parsons School of Design, USA 
 
This research paper investigates the correlation between the presentations of women’s bodies in 
fashion editorials in magazines and the female subjectivity experienced by women in daily life. In order 
to show how female subjectivity is potentially reinforced by cacophonous fashion media, this paper 
examines the discourses that informed and formed from the sexual molestation case of Nwabisa 
Ngcukana which took place in Johannesburg, South Africa in 2008. The media reports on this case 
focused on a debate about whether or not Ngcukana’s decision to wear a miniskirt provoked her sexual 
violation and therefore justified the perpetrators’ argument of corrective rape. In order to analyze 
Ngcukana’s subjectivity as a women dressed seductively, a semiotic deconstruction of fashion media 
images translates how this garment has been portrayed in fashion editorial and how it hence 
accumulated its various symbolic representations, such that it has been considered as a positive symbol 
of liberation as well as a negative symbol of prostitution. Central to this research exploration is the 
acknowledgment that modern fashion media discourse privileges northern/western fashion history, 
exposed by the socially, politically, geographically, and culturally specific meanings that the miniskirt has 
accrued. The miniskirt’s ever-changing symbolism is evidenced here by highlighting how some South 
African women, off the fashion spread, like Ngcukana, experience everyday life when they dare to adorn 
themselves in a miniskirt garment; which is loaded with multifarious interpretations that go beyond 
fashion history’s documentation. This is because there is a discrepancy between the female wearer’s 
choice and intention, the patriarchal viewers’ perception, and these viewers’ treatment of the wearer 
and her body based on her fulfillment of her society’s standards to appear respectably feminine. 
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Saturday, April 30, 2016: Session 5A 
The influence of Sociocultural Attitudes Towards Appearance (SATA), gender, and 
body mass index (BMI) on adolescents’ appearance-related consumption 
 
Jeong-Ju Yoo, Baylor University, USA 
Jennifer Yurchisin, University of Minnesota, USA 
 
Within every culture, an ideal appearance exists for men and women. While the ideal appearance is 
unrealistic, adolescents often believe they can transform their bodies into this ideal form (Morrison, 
Kalin, & Morrison, 2004). In an attempt to achieve these body ideals, adolescents engage in both 
temporary and permanent body modification activities (Roach-Higgins & Eicher, 1992), including dieting, 
weight lifting, tanning, and using beauty products. 
 
Understanding adolescents’ appearance management behavior is significant because it shapes their 
adult habits (Fuligni, Eccles, & Barber, 1995). Because many of the appearance-related behaviors 
performed and products consumed by adolescents can have dangerous consequences, it is important to 
identify the characteristics that affect adolescent appearance-related consumption. Therefore, the 
purpose of this research is to examine the influence of adolescents’ Sociocultural Attitudes Towards 
Appearance (SATA), gender, and body mass index (BMI) on their appearance management behaviors 
and product use.  
 
Hypothesis Development 
SATA assesses the degree to which individuals accept society’s appearance ideals (Heinberg, 
Thompson, & Stormer, 1995). Attitudes represent a person’s evaluation of an entity. When individuals 
have positive evaluations of things, they are likely to engage in positive behavior with respect to those 
things (Ajzen & Fishbein, 2005). Thus, adolescents who possess strong positive attitudes regarding 
society’s ideal appearance would likely engage in more appearance-related behaviors and use more 
appearance-related products than adolescents who do not possess such attitudes. Therefore: 
H1a: SATA positively influences adolescents’ appearance-related product use.  
H2a: SATA positively influences adolescents’ appearance-related behaviors.  
BMI is a measure of a person’s weight and height. Childhood obesity has reached epidemic 
proportions in the U.S. (Saul & Rodgers, 2016). However, obesity does not represent an ideal physical 
body type for either gender. Boys and girls who have high BMI are likely to attempt to alter their 
appearance with behaviors and products (Mellin et al., 2002). Hence: 
H1b: BMI positively influences adolescents’ appearance-related product use.  
H2b: BMI positively influences adolescents’ appearance-related behaviors.  
The differences in the amount of behaviors engaged in and products used may differ along 
gender lines. Both boys and girls who are concerned with achieving the ideal appearance may use 
particular products or may engage in specific behaviors in an attempt to alter their appearance. 
However, adolescent boys may be unwilling to use certain products or engage in particular behaviors 
because these products and activities are associated too closely with femininity in U.S. culture (Yoo & 
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Kim, 2010). Thus, adolescent girls may engage in more appearance-related behaviors and may use more 
products than adolescent boys. Therefore: 
H1c: Gender positively influences adolescents’ appearance-related product use. 
H2c: Gender positively influences adolescents’ appearance-related behaviors.  
 
Method 
A convenience sample of 292 adolescents (56.2% female, mean age of 14.7 years, 93.2% Caucasian) 
completed a questionnaire. The questionnaire contained Likert-type items designed to assess SATA, as 
well as appearance-related behavior and product use. The questionnaire also contained items to assess 
BMI and gender. 
 
Results 
To test the hypotheses, two regression models were analyzed: one model was created with appearance-
related product use as the dependent variable, and the other model was created with appearance-
related behaviors as the dependent variable. In Model 1 (R2 = .51, p < .01), SATA (B = .17, p < .01) and 
gender (B = .61, p < .01) were significant and positive, supporting H1a and H1c. BMI was negative (-.01) 
and not significant (p > .10). Thus, H1b was not supported. In Model 2 (R2 = .17, p < .01), SATA (B = .13, p 
< .01) and gender (B = .27, p < .01) were significant and positive, supporting H2a and H2c. BMI was 
significant, but it was negative as opposed to positive (B = -.10, p < .10). Thus, H2b was not supported.  
 
Discussion 
As predicted, SATA plays a significant role in adolescents’ appearance-product use and appearance 
management behavior. Additionally, girls use more appearance-related products and engage in more 
appearance-related behavior than boys. However, BMI was not related to either product use or 
behavior as expected. Perhaps adolescents who have lower BMI are pleased with their bodies and want 
to decorate them (Castonguay et al., 2013). While some appearance management behaviors can be 
healthy (e.g., exercising), others can have negative consequences (e.g., tanning causes skin cancer). 
Moreover, many of the appearance-related products that boys (e.g., steroids) and girls (e.g., diet pills) 
use can also be unhealthy. Therefore, adolescents need information about both healthy and unhealthy 
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Impact of User Generated Content on Self-Perceptions and Purchase Intention 
 
Claire Haesung Whang, Sarah Alfalah, Mary Ellen Berglund, Yoojung Lee, and  
Kim K. P. Johnson  
University of Minnesota, USA 
 
User-generated content (UGC) includes text, videos and images created outside of a professional 
domain (Kaplan & Haenlein, 2010) and are located on social networking sites (SNSs). One example of 
UGC is #OutfitOfTheDay (#OOTD) a hashtag used to share daily outfits among social network sites 
(SNSs). Using social comparison theory (Festinger, 1954) as the theoretical framework, an experiment 
was designed to assess the impact of two aspects of visual UGC featuring apparel (body type similarity, 
product information level) on users’ self-esteem and body appreciation as well as on users perception of 
the information value of the UGC and on their interest in purchasing the apparel.     
 
Social comparison theory (Festinger, 1954) suggests that in the absence of objective criteria, people 
tend to compare themselves with similar others as similar others enhance the usefulness of the 
obtained information (Suh, Kim & Suh, 2011).  This comparison includes individuals featured in the mass 
media. For example, Grabe, Ward, and Hyde (2008) reported that exposure to thin-idealized models via 
mass media was linked to body dissatisfaction in young women. Moreover, the perceived value of social 
media has a positive effect on behavioral intentions (Cocosila & Igonor, 2015) and is positively 
associated with purchase intentions (Mathwick, Malhotra, & Rigdon, 2001). Thus, images presented via 
social media may impact users’ ideas about the self as well as their purchase intentions. 
 
Method 
Design and data collection. A 2 (body size; similar, dissimilar) by 2 (product information level; high, low) 
between- subjects experimental study was designed. After receiving IRB approval, undergraduate 
women from a Midwestern university within the United States were recruited to participate (n=171). 
The research was conducted online. Participants were randomly assigned to one condition. Each 
condition contained a consent form, one of 4 stimuli, and a questionnaire. 
 
Stimulus development. To develop research stimuli, a preliminary study was conducted. Young women 
(n=45) were presented with 12 #OOTD images featuring models that had either an idealized (thin) or 
obtainable (average) body type. Participants were asked to indicate how similar the featured body type 
of the model was to them, to rate the body type of the model, her attractiveness, and her stylishness. 
Models that were rated highest on reflecting the two body types but that had no significant difference in 
attractiveness or stylishness were used as stimuli. 
 
Instrumentation. Measures of self-esteem (Rosenberg, 1965), body appreciation (Avalos, Tylka, & 
Wood-Barcalow, 2005), value (Mathwick, Malhotra, & Rigdon, 2001), and purchase intention (Dodds, 
Monroe, & Grewal, 1991) were derived from previous researchers and all had high reported reliabilities. 
Participants responded to all scale items using 7-point Likert scales with the exception of Figure Rating 
Scale (1=thin, 9=large size).  
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Participant characteristics. Participants were between the ages of 18-20 years (54.5%). Participants 
(90%) tend to log into their SNS accounts daily. The majority of respondents indicated incomes that 
ranged from $60,000 to $84,999 (29.7%). 
 
Results. Higher self-esteem and body appreciation were reported when participants viewed the 
obtainable-sized models as compared to the ideal-sized models. Appearance comparison moderated the 
relationship between body size and self-perception such that individuals with low appearance 
comparison tendencies reported high self-esteem and body appreciation when the obtainable body size 
was presented. Images of the obtainable-sized model were rated higher on utilitarian and hedonic value 
than were images of the ideal-sized model. There were no significant findings for purchase intention.   
 
Discussion. Our finding that information inferred from a similar other was perceived as higher in 
information value than information from a dissimilar other is consistent with Suh, et al. (2011) who also 
reported presenting a similar physical appearance to that of a user enhanced the perceived usefulness 
of the UGC. The relationship between body size and self-perception was also consistent with Grabe, 
Ward, and Hyde (2008). Further, the effect of comparison tendency is in line with Dittmar and Howard 
(2004) who noted that strong habitual comparisons to thin models undermined the positive effects of 
exposure to average-size models.  The non-significant results concerning purchase intention, despite 
body type similarity, could be due to a loss of credibility when a commercial intention is assumed in UGC 
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Tattoos as a Form of Dress: A Critical Literature Review (2000-2015) 
 
Sharron J. Lennon, Indiana University, Bloomington, USA 
Kim K. P. Johnson, University of Minnesota, USA 
 
A critical step in any empirical research project is to review relevant research (Levy & Ellis, 2006). Hence, 
researchers evaluate and synthesize particular subject matter areas to review and interpret the 
literature (Bearman et al., 2014), to inform practical decisions and recommendations (Bearman et al., 
2014) or to suggest directions for future research (Johnson, Lennon, & Rudd, 2014). Such work might be 
specifically (e.g., Johnson, Yoo, Kim, & Lennon, 2008) or generally focused (e.g., Lennon, Johnson, & 
Park, 2001). Such evaluation and synthesis can shed light on conflicting results, facilitate theory 
development, and may suggest future research topics and directions. 
 
Tattoos are a form of body modification and, hence, a form of dress (Roach-Higgins & Eicher, 1992). 
Once considered a body modification more popular with men than women (Bell, 1999), 14% of 
Americans (or 45 million) have at least one tattoo. The percentage of young adults is higher with 36% of 
those between the ages of 18 to 25 having at least one tattoo (Statistic Brain Research Institute, 2015). 
Women make up at least half of the individuals with a tattoo and are working successfully as tattoo 
artists (Eason & Hodges, 2011).   
 
As tattoos have increased in popularity over the past two decades, our research purpose was to critically 
assess recent research focused on this form of body modification. Using a database search and the 
ancestry approach (Blue, 1995) we identified refereed journal articles with human participants 
published between 2000 and 2015. Our analyses revealed six general research topics: (1) motivations for 
getting tattoos, (2) perceptions of and attitudes toward people with tattoos, (3) risky behavior 
associated with tattooed individuals, (4) stigma and deviance related to tattooed individuals, (5) 
individual differences between people with and without tattoos, and (6) tattoos in the workplace.   
 
Motivations for getting tattoos. Primary motivations for obtaining a tattoo included desire to feel 
unique, to express personal values/interests, aesthetic appeal, celebrate a life experience, or to express 
spiritualism. In contrast, a motivation for tattoo removal included that the tattoo was in some way 
inconsistent with current self views. These researchers used qualitative designs or survey methods. 
 
Attitudes and perceptions. Attitudes and perceptions of tattooed people, especially women, tend to be 
negative. Survey respondents agreed that society stereotypes people with tattoos, that tattoos can be 
attractive, but not if they are extensive. In experimental and ex post facto research, women with tattoos 
were perceived as more masculine, cruel, unpleasant, ugly, and sexually promiscuous, but less 
professional, less attractive, less healthy, and heavier drinkers than non-tattooed women. 
 
Risky behaviors. As compared to non-tattooed people, risky behaviors associated with tattooed people 
were more frequent alcohol consumption, drug use, smoking, sexual activity at younger ages, and more 
sexual partners. These researchers tended to use an ex post facto design. 
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Deviance and stigma. As compared to non-tattooed people, deviant behaviors associated with tattooed 
people included more delinquency, aggressive behaviors, and greater likelihood of possessing weapons. 
Among tattooed respondents, those with more tattoos experienced more stigma and discrimination. 
Tattooed individuals used coping strategies to manage stigma such as getting tattoos that conform to 
mainstream norms and values and manipulating others’ perceptions of tattoos. These researchers 
tended to use fieldwork or an ex post facto design. 
 
Individual differences. Changes occurred to individuals as a result of obtaining a tattoo. Results from 
survey research indicated individuals reported feeling empowered, heightened body awareness, 
increased body appreciation, increase in distinctiveness in appearance, and decreases in appearance 
anxiety. As compared to non-tattooed individuals, tattooed individuals were higher in their need for 
uniqueness, less conscientious, less agreeable, and more extroverted.   
 
Tattoos in the workplace. Although the prevalence of tattoos and other types of body modifications 
(e.g., piercings) that fall into a broad category of body art continue to trend upward, acceptance of such 
body modifications within the workplace is problematic. Both management and co-workers find visible 
tattoos undesirable. Survey research with business professionals and undergraduates indicated that 
professionals would give hiring preference to individuals with no visible tattoos even if the job did not 
entail face-to-face contact with the public. Students appear to be aware that having visible tattoos may 
adversely impact their chances of getting hired and those that had them planned to cover them when 
interviewing. An experiment involving hypothetical student co-workers revealed a co-worker who had 
visible tattoos would be less desirable to participants in circumstances where face-to-face interaction 
with the public was required and when rewards would be shared between workers.  
 
This review will be useful for researchers interested in body modifications, for graduate students 
searching for their own theses and dissertation topics, and for faculty teaching about body modifications 
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Saturday, April 30: Session 5B 
 
Connecting the Body, Nature &Life: The Beauty of Straw Rope & Hanbok of Korea  
 
Haeun Bang 
University of Minnesota, USA 
 
These two pieces were basically inspired by straw plaiting that in Korean culture symbolizes nature, 
body, and life. In Korea, straw has been considered as an important material of life. Korean agriculture 
started from the Neolithic era and straw, especially rice straw, has been used in various ways. Seeds 
grow and become grain for feeding people, then its stalk transforms to diverse tools for daily life, and 
finally it goes back to the ground as fertilizer. This process resembles human life, as Koreans believe that 
the earth is the foundation of nature, and that man’s body comes from and goes back to the earth.  
 
In Korean culture, plaiting means connecting things together so that they become one. Also, there are 
certain rules for plaiting straw: shape and thickness of the straw can be different according to the 
maker. Knitting, in the same context, creates a form through repetitive processes and the form creates a 
new shape when it is knitted randomly. Kwon et al. (2005) discuss the aesthetics of Korean beauty 
according to varied opinion of aestheticians who studied Korean art and beauty. Kwon et al. (2005) 
mention the idea from two sources: a Japanese art critic who studied Korean folk art in the early 1990s, 
Yanagi Muneyoshi, defined Korean beauty as the beauty of randomness, and a Korean art historian who 
firstly combined the concept of Western aesthetics with the feature or Korean art, Yu-sup Koh, who 
suggested ‘random non-randomness’, and ‘artless art’, ‘planless plan’ as the definition of Korean beauty. 
The straw rope used within the yarn in the two designs is made into an established form, but its length, 
thickness, and roughness is irregular. Plaiting straw is an action involving the nature of randomness and 
non-randomness, artless art, and planless plan.  
 
Designs of the upper pieces were hand-knitted to express the connectedness between the human body 
and the life of nature. The silhouettes of both pieces bare some resemblance to the Hanbok, Korean 
traditional dress, in which line and color emphasize the natural beauty of the body. Hanbok has graceful, 
curved lines and enough room so that the wearer can move naturally and freely. Therefore, Hanbok can 
be fitted to the wearer regardless of the body type. When the wearer moves, Hanbok transforms and 
looks alive with movement. Although Hanbok is loose and long so that it covers the wearer’s whole 
body, it reveals the body in movement delicately. The length and width of the sleeves of the Hanbok 
have changed with the times. Usually, long and loose sleeves that cover the hands were worn by royalty. 
Also, Seungmu, a Korean folk dance performed by a Buddhist monk, is costumed with long and white 
sleeves creating flowing movements. These sleeves were reproduced in both pieces with loosely knitted 
and twisted sleeves. The pants shape is a reproduction of the Hanbok style baggy pants worn under the 
skirt, that become increasingly tight toward the ankle.  
 
 In Piece 1, ‘So(素)’ color was mainly used, which is the natural yellowish color of undyed and 
unbleached natural fiber. It has the color range from pale off-white to beige. (Moon, 2008) This ‘So’ 
color is a Korean traditional color considered to contain the nature orientation of Korean people. The 
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upper garment consists of 2 layered pieces – a knitted tank top and a knitted bolero made with 20mm 
pure wool with 25mm bamboo needles. Overall, a plain stitch was used. For the bottom, a skirt is worn 
over the pants as in the Hanbok style; Layering the pieces is a significant feature of the Hanbok. Lee and 
Cho (2004) divide the silhouettes of the Hanbok skirt into 4 different types according to six different 
period times. The first Chosun dynasty (late 14-17C), Bell and Cylinder silhouettes were dominant and 
the second Chosun dynasty (mid 18C-mid 19C), Bell and Barrel silhouettes were the signature style of 
the period. Theses silhouettes emphasized the woman’s voluptuous hips. Sometimes the skirt was 
shorter than the inner pants so that the inner pants and the leg line were revealed. This style is 
reproduced with a shorter length of skirt made by straw printed organza, and it is worn over the loose 
inner pants.  
 
In Piece 2, to express irregularity and roughness of straw, a color similar to straw is used and a textured 
thin yarn is mixed with wool yarns in different thicknesses. It is knitted on 6mm bamboo needles. For 
emphasizing a rhythmic sense, a móss stitch – knit one row and purl one row alternately – is used. The 
natural gathers around the waist of pants were also inspired by the Hanbok pants and skirt. Choi (1991) 
suggests the beauty of drapery is an aesthetic expression of the Hanbok. Choi (1991) mentions that the 
drapery of the women’s skirt in Joseon Dynasty period (1392-1910) was dynamic drapery that is 
comfortable, natural and rhythmical so that it creates the harmony with the body movements. The color 
of the pants, ochre, symbolizes the earth, the root of life.  
  
[Pic 1] Piece 1 [Pic 2] Piece 2 
  
[Pic 3] Back View of Piece 1 & 2 [Pic 4] Detail View of Piece 2 
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Antecedents and Outcomes of Selfie-Involvement: Appearance Investment, Self-
Esteem, Body Dissatisfaction, Self-Objectification, and Online Social Anxiety 
 
Sanga Song and Kim K. P. Johnson 
University of Minnesota, USA 
 
Introduction. A selfie is a photograph that one has taken of oneself. Although adolescents and young 
adults continue to take selfies and share them using social networking sites, little is known about either 
antecedents or outcomes of participation in taking and sharing selfies. For example, researchers have 
documented that selfie-posting enables individuals to manage their self-presentation (Chua & Chang, 
2016). However, there is some antidotal evidence that individuals can become too selfie-involved or 
preoccupied with selfies spending hours taking the “perfect” selfie and using image editing software so 
that their posted image appears perfect to others. Selfie behavior has gotten so out-of-hand that selfies 
sticks have been banned in public theme parks such as Six Flags and Disney (Smith, 2015). We use the 
term “selfie-involvement” to describe the time and effort individuals place in constructing an image 
prior to sharing it via social media and designed a research project to identify both antecedents and 
outcomes linked to selfie-involvement.   
 
Hypotheses development. As antecedents to selfie-involvement, self-esteem and appearance 
investment (i.e., self-evaluative salience, motivational salience) were examined. Viewing selfie-posting 
as a form of self-presentation, we reasoned individuals with low self-esteem might be higher in selfie-
involvement as managing a selfie may result in enhanced self-presentation and raise self-esteem. We 
also reasoned that an individual with a high level of investment in their appearance would likely also be 
high in selfie-involvement (Rudiger, Cash, Roehrig & Thompson, 2007) because they would want to 
present the best public image they could to others. As outcomes of selfie-involvement, appearance 
comparison (e.g., upward,  downward), body dissatisfaction, self-objectification, and online social 
anxiety were examined. One goal of social comparison is to gain information about one’s own physical 
attractiveness. If the result of comparison is unfavorable, body dissatisfaction often results (Tantleff-
Dunn & Gokee, 2002). Thus, as a result of an upward comparison, individuals that compare their 
appearance to the selfies of others might experience decreased body satisfaction as well as online social 
anxiety.  Self-objectification might also increase as a result of an upward appearance comparison as 
individuals may embrace the idea that they should be able to manipulate their bodies like an object and 
achieve any appearance they desire. Our proposed conceptual model is shown in Figure 1. 
 
Method. After receiving IRB approval, undergraduate women were recruited from a large Midwestern 
university in the U.S. After providing informed consent, volunteers were asked to read brief definitions 
of selfies and social media and then directed to complete a self-administered online questionnaire. All 
measurements were adapted and modified from previous studies. Participants responded using 7-point 
Likert scales.  
 
Participant characteristics. Responses from 187 women were used for analysis. Their mean age was 
20.96 years (SD=2.81). A large portion of the respondents were white/Caucasian (76.6%). Respondents 
(79.1%) had uploaded selfies on social media and had been doing so for less than three years (60.7%). 
Respondents used smartphones to post their selfies (96.3%).  
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Results. Structural equation modeling using maximum likelihood estimation was utilized to test the 
proposed hypotheses. There was no significant relationship between self-esteem or motivational 
salience and selfie-involvement. However, self-evaluative salience was significantly related to selfie-
involvement (γ=.612, t=2.56, p<.01). There was a positive, significant relationship between selfie-
involvement and both upward (β=.158, t=2.67, p<.01) and downward appearance comparison (β=.185, 
t=2.31, p<.05). Both upward (β=.226, t=3.32, p<.001) and downward appearance comparison (β=.349, 
t=3.58, p<.001) were positively related to body dissatisfaction. There was a positive relationship 
between downward appearance comparison and self-objectification (β=.641, t=3.32, p<.001), and 
marginally significant relationship between upward appearance comparison and self-objectification 
(β=.516, t=1.91, p=.056). However, there were no signification relationships between appearance 
comparison and online social anxiety. This study provides a framework for understanding relationships 
between selfie-involvement and body-related outcomes. The findings of this study provide implications 
for policy makers and clinicians about young female adults’ selfie-posting behaviors and negative body 
concerns.  
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University of Minnesota, USA 
 
The corset has evolved as an undergarment to make women appear more appealing and sexually 
desirable for men. As time has progressed, undergarments, corsets, and our bodies as a whole have 
grown into fashion statements. The fashion trend of showing off curves and skin with tight, revealing 
clothing is causing women to feel trapped if they’re not interested in showing off their body. The goal of 
this dress design was to create a dress that is sexy and modest, as well as revealing.   
 
The final design is covered from neck to toe with a collar, full length sleeves and a long skirt. The 
sleeves have been made with a sheer organdy to feature an aspect of showing skin. The long, skirt is 
made with a shiny satin with a lace trim. Lastly, the act of taking off clothing is incorporated into the 
design to tie in the appealing mystery of “what’s underneath?”.  The dress design comes unzipped on 
the top of the dress, where another aspect of the dress is revealed.  Once the dress is unzipped, a 
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University of Minnesota, USA 
 
Throughout history, women have been the victim of body distortion in order to fit modern body ideals 
of attractiveness. Body distortion in fashion has no geographic boundaries and can be seen in the 
corsets worn in the west or foot binding in the east. Even though women have been give more rights 
and choices in society, modern women still alter or distort their body in order to conform to fashion 
ideas. From high heels to shapewears, modern women succumb to fashion ideals at the expense of 
health and comfort. The purpose of this design was to illustrate the aesthetic distortion of women’s 
body in a society that they are claimed to be free. 
 
Elements of inspiration such as twisted surfaces, sheer fabric layering, and unconventional silhouettes 
represented different interpretations of distortion. A boxy silhouette was selected to cover any curve 
that the wearer has on her own body; an exaggerated flounce was placed in the front of the garment, in 
order to represent distortion; and a double inverted box pleat at the center back of the dress was 
included to represent the exploitation of women’s body throughout history. In addition, a mandarin 
collar and plain long sleeves were chosen to demonstrate a sense of constriction on women’s body.  A 
dark gray, 100% cotton suede was chosen for the shift, flounce, and collar. This fabric was selected 
because it gives the design a really heavy look and has a very stiff hand which enables an exaggerated 
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Beauty Within:  Refocusing Modern-Day Society’s Concept of Beauty 
 
Holly Carota 
University of Minnesota, USA 
 
In today’s society, men and women strive to transform themselves into media’s portrayal of the ideal 
body image. The importance of physical beauty has dominated this generation's’ perception of beauty 
by associating the perfect body with success. Our society needs to refocus our interpretation of ideal 
beauty. Beauty is deeper than one’s physical appearance; the inside of each person is what makes 
humankind individually beautiful. Although inner beauty is not visible, it is represented, expressed and 
contained within the physical body. The purpose of this design is to relay the perspective of inner beauty 
breaking through the ordinary outer shell of the body. We utilize fashion to translate intangible 
personalities by self-expressing style through how we dress. Without inner beauty, humans would be 
lifeless and dull. Rather than striving to look like the body image that media presents to us, we should be 
celebrating what makes us different and unique. 
  
The geode was used as inspiration to symbolize concepts of inner beauty. Geodes are hollow 
concretionary stones that are lined with crystals. Each geode stone has a unique layering design created 
from blasted lava and can come in a variety of colors, shapes, and styles.  There is a parallel between 
seeing our bodies as an outer shell that incases our inner beauty, and geodes’ simple outer appearance 
contrasted with their unique inner structures.  
  
The dress silhouette was inspired by the cross-sectional view of the geodes. This concept was 
incorporated into the design through the use of godets in the skirt of the dress. Oval shaped arches 
meet at the princess seams perpendicularly to represent the rock shape and how they interrupt the 
boring, outer layer. The godets open and extend to the bottom of the dress in flare. The shape of the 
flare godet was inspired from the layers of melted crystals. This skirt bottom attaches to a plain princess 
style-lined bodice to represent the plain outer appliance of our bodies and the stones. To add interest as 
well as balance between the top and bottom of the dress, the cap sleeves mimic the circular shape of 
the rocks, and are also lined with the patterned fabric used in the godets to slightly expose the 
interesting inner material underneath the outer material. This material layering technique was also used 
in the collar, which has three layers to represent the layering of the crystals, along with the outer 
material on top of the detailed inner material. The mandarin collar is structured to be high-cut to 
represent how significant the body is at masking the inner beauty in today’s world. The glimpse of the 
interesting fabric peeks through in a small layer to represent the need to refocus how we define beauty 
and let our personalities shine through. 
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Vulnerable Body Armor 
 
Caitlin Hartman 
University of Minnesota, USA 
 
The purpose of this dress design was to express the way people use barriers, both emotionally and 
physically.  Humans use barriers to hide physically and emotionally from the uncertainties of the world.  
The themes of vulnerability and protection of the body were explored through design research. 
Research and observation centered around how people protect themselves both physically and 
emotionally. This protection can come from the shelter of clothing or the emotional barriers set up to 
hide feelings, pain, or fear.  This design sought to portray the fragility of the body in contrast to how an 
individual protects him or herself from the world.  
 
The final design features a fitted thigh-length dress with yoke detail, layered cap-sleeves, a mandarin 
collar, and sheer back.  The dress was patterned using draping techniques and the body was constructed 
from a medium weight polyester fabric.  This dress design demonstrates the “armor” we wear in order 
to survive and protect ourselves, and contrasts a powerful front with an exposed back.  Through the use 
of design principles and geometric shapes, the front yoke and cap-sleeve design conveys a strong 
exterior illustrated by the stiff and durable fabrics like pleather and brocade.  The contrasting 
lightweight, shear fabric on the opposing side adds emphasis to the theme of vulnerability. Ultimately, 
this dress design captures the façade of a “brave face” by portraying a strong anterior, while exposing a 
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Second Skin     
 
Evan Ihde 
University of Minnesota, USA 
 
The purpose of this dress was to connect fashion and the body with a focus on skin. There are 
similarities between our skin and the clothes we wear on a daily basis, and they share many of the same 
basic functions. They both act as a protective layer of the body, help in regulating our body 
temperature, and most importantly, they can both act as a visual representation of our body’s internal 
state. This visual component is most noticeable when the body is wounded or injured, and can also vary 
depending on level or degree of injury. This can include scarring, bleeding, peeling, and bruising which is 
the main source of inspiration for the design of the dress.  
 
This fitted dress design features stylized princess seams, cap sleeves, and pockets.  Some techniques 
used to replicate the indications of injury on the skin were bruising created with dye, layers of reforming 
skin created with princess seams and stitching, and the end result of new healed skin created with 
smooth, leather accents. To replicate bruising various shades of red, purple, and blue dye were applied 
to the ultra-suede using a sea sponge. Variations in size of layers and opacity of dye applied with the 
rough sponge were used to achieve a natural bruise-like textured gradient. To replicate layers of 
reforming skin, princess seams were built into the design through draping, to show the shape of new 
forming layers of skin. These seams also helped to give dimension to the body, as well as fit. The 
stitching in combination with the princess seams is a literal translation of skin repairing by showing how 
the body will take the damaged layers of skin and fuse them into one new layer, similar to how fabric is 
sewn together to make one item.  Smooth, leather pocket accents were juxtaposed with the rough ultra-
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The Influence of Fashion 
Alyssa Johnson 
University of Minnesota, USA 
 
The purpose of this design was to examine how the fashion industry defines the ideal body and its effect 
on teenage girls.  Using the design process, research was conducted into how models were portrayed in 
fashion advertisements and consequences of depicting an unattainable body image to vulnerable youth.  
Examining the physical effects of eating disorders on the body, such as Anorexia, became the inspiration 
for this project.  The creative exploration phase of this design project explored ways to represent 
Anorexia and focused on emphasizing a distinctly visible rib cage.  The final design is a black, form-fitting 
dress featuring princess seams, a lace mandarin collar, and basic set-in elbow length sleeves.  The dress 
outlines the curves of the body and uses appliques in a contrasting color to emulate the outline of a rib 
cage.  This dress was patterned using draping techniques.  The main body, lining, and accent materials 
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University of Minnesota, USA 
 
The purpose of this dress is to bridge the gap between body image and desired appearance. With a 
focus on body modification, this look examines the similarities and history of tattoos and corsets. The 
similarities between tattoos and corsets run deeper than the pain that they cause to the human body. 
Although they can both be extremely painful and permanent, they are done to improve one's body: to 
make it beautiful. Everyone has a unique perception of beauty, but we live in a society where achieving 
beauty is so important that, at times, we must go through excruciating pain to achieve it. Corsets and 
tattoos also focus on a strong emphasis of line. Whether it be the boning within the garment, or the 
outlines within a tattooed image, linear qualities are clearly evident in both. Combining the similarities 
between tattoos and corsets, this dress illustrates the constriction used to create something beautiful. It 
is also heavily based on lines to connect it back to the linear elements in both tattoos and corsets. 
 
In order to bring this design to life, the patterning technique of draping was utilized. The completed 
dress is a tea length circle skirt with a fitted princess bodice. The princess bodice is low-cut with a center 
piece added. This allows skin breaks on the cleavage between the main bodice and the center bodice. 
The center piece has horizontal, rectangular cut outs and a mesh lining behind it. The skirt is not tiered, 
but instead has alternating panels of fabric. The fabrics alternate between wool and mesh. Varying sizes 
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A Modern Twist 
 
Ka Ying Lee 
University of Minnesota, USA 
 
Fashion allows people to be able to express their personalities, cultures and identities differently. 
Fashion has been part and parcel of the Hmong culture for a long period of time. It is expressed the 
most during the Hmong New Year Celebration when many people are able to wear their latest 
traditional clothing and showcase it. The traditional outfits are only worn for special occasion and have 
five main pieces of garments that come in many colors and patterns. Two of the main pieces are the 
thick robe that is tied around the waist and the “sev” which is a long rectangle fabric that drape down 
the body from the waist to the ankle. The robe helps accentuate the waist, while the “sev” helps 
elongate the body.  
 
This dress is called “A Modern Twist” because it is a modern dress that uses aesthetic elements from the 
Hmong traditional clothing. It can be used as an everyday wear and also worn for either special 
occasions or formal events. The design features an off the shoulder sleeve, collar, and princess style-
lines.  Traditional Hmong printed cloth was incorporated into the center panel of the front and back 
bodice, the waist, and the skirt. The dress incorporates design elements to accentuate the waist and 
elongate the body. The paneled bodice and skirt with slits mimic the traditional Hmong “sev”, and the 
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University of Minnesota, USA 
 
The private act of undressing can conjure images of sumptuous drapes and folds of fabric as a garment 
is pulled over and off of a body’s curves.  An ordinary garment can be transformed into a temporary 
work of art before it falls to the floor through this everyday, mundane task.  The purpose of this design is 
to create a dress that enables the viewer to see a moment in the undressing process, brought out of the 
boudoir and into an art gallery, frozen in time for study and consideration. 
 
The design process for this dress began with gathering inspiration from images and subject research.  
Images were collected around the theme of undressing, including art works from masters, modern 
photography, and piles of clothes. Research was also conducted into the history of the boudoir, as a 
private place dedicated to undressing.  Using the collected images, a concept board was developed to 
further focus the design inspiration.  Ideations for the design began with several very different 
approaches, which were narrowed down to one.  That design was then developed through further 
ideations of its details.  The selection of the final design was made based on its appropriateness for the 
event, complexity of construction, and visual interest.   
 
Patterning of the garment began with draping on the form.  Draping techniques included the princess 
bodice, flared skirt, basic 2-dart skirt, and peter pan collar.  The sleeve was drafted.  
There are five fabrics used for this dress, as well as interfacing, twill tape, and an invisible zipper.  The 
main fabric is thought to be a woven rayon, features a geometric print, and is used for the bodice and 
skirt. The collar and sleeve are made with a contrast printed fabric whose content is also unknown, but 
believed to be a manufactured blend. A cotton voile print was selected for the slip of the dress. 
Underneath the dress is a loose weave, stiff, linen underskirt to give the fabric manipulations more 
volume.  The lining material is light blue polyester.  
 
The design is visually balanced, with repetition of white accents in contrast fabrics at the top and 
bottom.  The visual weight created by a concentration of folds on the left side of the design is balanced 
by the full bodice and sleeve of the right side.  The proportions of the dress are also balanced, with the 
top and bottom contrast fabrics occupying approximately the same visible area.  To echo the asymmetry 
of the bodice, the skirt is manipulated with the left side pulled up higher than the right.  Through fabric 
manipulations, this garment successfully showcases the kind of drapes we can expect to see as a dress is 
being removed from the body.   
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Conceal and Reveal 
 
Bounkeut Namnakhone 
University of Minnesota, USA 
 
American society is starting to become desensitized to the topic of nudity, as seen with Kim Kardashian 
“breaking the internet.”  This dress design first researched the modern uses of nudity in the media. 
Many celebrities use it as a way to gain attention or show how proud of their body they are. Magazines 
are usually the medium in which the photos are shown, as they are the popular way of getting celebrity 
news. The nude spread of Karlie Kloss’ in Vogue Italia (December 2011) became the inspiration for the 
design. This magazine spread received mixed reviews and criticism, as the model bared her body for 
everyone to see. Some found it distasteful that Kloss’ body looked the way it did and others found it 
appealing how confident she was. Using the reactions to Kloss’ nude spread as a basis for ideation, I 
sought to create a dress that would incorporate the idea of “two sides of the same coin”: everyone has a 
body, but not everyone feels the same way about it.  This concept was explored through silhouettes that 
conceal and reveal during the ideation phase of the design process. 
 
The final design covers the body, but can easily transition to a more revealing silhouette.  The black, 
princess seam dress features zippers down the front and back princess seams, long sleeves, a mandarin 
collar, and contrasting lining that is revealed when the dress is unzipped. The bodice and skirt were 
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University of Minnesota, USA 
 
The purpose of this piece is to show the complexity of the body in terms of movement. Special attention 
was paid to the way the body can move and the different shapes that the body can contort itself into.  
Contortion through the body can be shown through movement. The focus was put on a separate 
attachment piece that twists onto the garment to give the illusion of contortion.  
 
This dress was created using draping and flat patterning. The pattern consists of a flared skirt, open back 
torso, and an asymmetrical front with an attached twist piece. Side darts were used to fit the top piece 
of the garment. The garment was fitted closely to the mannequin on the top and loosely for the flare 
skirt below. The material used was a light silk fabric. This fabric was selected because of its drape, and its 
ability to show movement within the piece. The fabric is easily manipulated which translates to the 
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The Jackie Dress 
 
Kelsey Ryan 
University of Minnesota, USA 
 
Throughout history, women have worn garments that restrict body movement. From corsets to pencil 
skirts to high heels, women have less freedom and comfort in their clothing. In contrast, men’s clothing 
typically allows for greater movement and comfort, suggesting their place in society as the functional 
working gender. Women, however, are meant to be more ornamental, and the clothing they wear is 
created to enhance their attractiveness versus improve their ability to work. The purpose of this design 
was to create a dress that alters the meaning and purpose of a woman’s body in society, allowing the 
garment to reject stereotypes and empower women to be tough and strong. 
 
When thinking of things that were specific to the world of men, I thought of sports. Sports are 
something that young boys are encouraged to play, whereas young girls are encouraged to play with 
dolls. I wanted to play off of this idea, and make a dress for a woman inspired by the uniforms that men 
wear when they play sports. I decided to choose a baseball jersey since baseball is a sport that has no 
women’s team. The jerseys have a boxy shape, and are loose fitting. I wanted to make it more feminine 
and give it some shape by having princess seams and some flare out from the waist. As many baseball 
jerseys have pinstripes on them, I wanted to mimic that using piping in the seams. The Peter Pan collar is 
a more feminine take on the neckline band that jerseys normally have. The logo was inspired by a South 
Korean hip hop group song called “Just Right.” The song “Just Right” attempts to provide support and 
encouragement to girls to be strong and empowered because they are perfect the way they are. This 
dress embodies the essence of a baseball jersey, while integrating feminine details. 
 
The colors chosen for this dress are a turquoise type blue and hot pink. They are fun colors that remind 
one of youth and cotton candy. The topic of women’s oppression in culture is a serious one, so I wanted 
to make the dress seem more lighthearted and not so heavy as to convey the nature and strength of 
those that are oppressed. The materials used were polyester and cotton.  
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University of Minnesota, USA 
 
Cultural and societal ideas of modesty vary greatly between different religions and parts of the world. 
The purpose of this project was to design a dress for a western woman who was traveling, studying, or 
working abroad in a country with more restrictive dress codes. The goal of the design was to create a 
dress that was modest and culturally appropriate without making the wearer feel uncomfortable. The 
dress is inspired by typical western shapes and styles, but would be appropriate to wear somewhere 
with more modest dress codes, such as India. The concept of dressing for different cultures is important 
because fashion should be practical and shouldn’t restrict its audience to consumers with western ideals 
of modesty. It should serve a real purpose and a wide audience. 
  
The design process was used and began by researching what is considered appropriate in terms of 
exposure of the female body in India. For a foreign woman, it is prudent to be particularly conservative 
in your dress. Foreign women traveling in India should cover their shoulders and knees, and necklines 
should not go very far past the collar bones, particularly when visiting religious sites or more 
conservative or rural areas. Clothing should not be skin tight all over, for comfort as well as modesty, but 
it is fine for clothing to be fitted. Weather and climate were also a consideration for this design. The 
body must be covered, but comfort and practicality were also important.  
 
The final design features a fitted bodice with lace overlay, lace collar and sleeves, and a flared skirt.  A 
flared skirt was chosen for ease of movement and airflow. Fabric choice was heavily impacted by the 
need for comfort in a warm climate. Cotton for the base of the dress was selected because it is very 
absorbent and comfortable in warm weather. The dress is cotton with a sheer and embroidered overlay 
on the bodice. The bodice overlay sits away from the body and ends at the bottom of the bust. The 
collar is a minimal backwards mandarin collar made of the overlay fabric. The sleeves are constructed 
with the overlay fabric and end at the top of the elbow with a faux cuff. The skirt ends slightly past the 
knee. The dress is constructed with French seams and bias tape encases the edges of the waist and the 
armholes, and there is a neckline facing. 
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University of Minnesota, USA 
 
Historically, women have been treated as lesser and have often been overlooked.  During WWII, female 
pilots who wanted to serve the Soviet Union and help defend their country were denied on several 
occasions.  Eventually, the Soviet Union began to run short on men and realized that they needed 
women to serve.  The government enlisted the women and they were assigned men’s uniforms.  The 
female pilots, known as the Night Witches, refused to lose their femininity to the body of men within 
the Soviet military.  The Night Witches began to rebel by altering the men’s uniforms to fit their female 
silhouettes, painted flowers on their airplanes, and dyed their silk flying caps vibrant colors.  They 
wanted to be part of the military to protect their loved ones and country, but rejected losing their 
individuality in the process. 
 
To create this dress, much time was put into researching historical dress of WWII era and specifically the 
Soviet women’s flying uniforms.  After finding several images that fit that criteria, the next focus was to 
bring the design into the modern age while staying true to the silhouette of Christian Dior’s New Look.  
A moodboard was created using inspiration from these images and fashion sketches were produced.  
The final design pays tribute to the Night Witches by creating a dress that has a distinct Soviet military-
inspired bodice contrasted with a bright floaty skirt.  This dress was designed to echo the Night Witches’ 
ideals: “We’re here to support the cause, but we will not be lost to the cause.” 
 
The dress design was patterned using draping and flat-pattern techniques.  Draping created the entire 
princess line bodice, flared skirt and mandarin collar.  The sleeves, epaulettes, and pockets were drafted. 
The bodice fabric is a medium-weight olive green wool, the lining is a light grey rayon with a monotone 
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Ideal body types are a very common topic of conversation in our society right now. Each social, cultural 
and racial group has their own ideal body type. It is important to recognize the differences in body types 
between races so that woman are not idealizing or comparing themselves to an unattainable body type. 
Black women have more voluptuous bodies than their white counterparts, for example. One body part 
that receives a lot of attention on the black woman is their butts. Having a large butt in the black 
community is an attractive feature.  The butt is the body part of focus in this project because of because 
of how much attention it receives from others as opposed to any other body part on the black woman. I 
was drawn to my topic because of the personal connection I have to it. I have firsthand experience with 
the way black women are treated as a result of their body shape. At times, because of their large butts, 
black woman’s bodies can be over sexualized, glamorized or ridiculed. The attention that is drawn to the 
black woman’s body-specifically her butt- can distract from her other features. It is critical not to portray 
large butts and thick bodies as a bad thing through over sexualized video models, but rather as a 
positive feature. The purpose of this design was to showcase the relationship between society and the 
black woman’s body.  
 
The final dress design features a fitted bodice, long sleeves, collar, and knee-length fitted skirt.  The skirt 
features stripes with contrasting sheer fabric to emphasize the hip and butt area of the body.  Further 
emphasis of the butt is accomplished through gathering placed at the center back hip area.  The main 
body of the dress is constructed from 100% cotton and two polyester fabric accents were incorporated 
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The purpose of this project is to explore the topic of fashion and the body using a draped dress as the 
medium of exploration. This dress explores the ornamentation of one’s body. Ornamentation is a 
globally accepted process that crosses cultures and borders. One can ornament themselves with 
symbols of status and wealth, religion, beliefs or simply for aesthetic purposes. All of these 
ornamentations is an outward expression of one’s inward selves.  
 
The inspiration for this design came from a collection of images ranging from Keith Haring’s body 
painting to Pacific Northwest Haida culture. Though the images may seem unrelated the theme that ties 
them together is the use of the body and the layering of culture and identity upon it. This relates to the 
everyday lives of people because we layer our personalities and identities with what we wear. For 
example, a Rolling Stones t-shirt expresses a different spirit than a crisp button up shirt.  
 
The process used to create this dress was both draping and flat pattern-making skills. The draping 
process involved fishtail darts and dropped arm caps, incorporated into a torso bodice. The skirt was a 
straight skirt, later altered to a pencil skirt after design revision. The style lines were added on the form 
and later transferred to paper patterns. The pleated pieces were created using flat patterning and trued 
using the draped style lines. The dress is made of three kinds of silk and interfacing. The closure for the 
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The purpose of this design was to examine modern day modesty as it relates to dress and the body. 
Everyone has their own definition of modesty. Modesty can be seen as being completely different based 
on different cultures, beliefs, time periods, age, etc. The goal of this dress design was to create a dress 
that remained modern, but adhered to some restrictions of modesty. 
 
The final dress is constructed from 100% cotton with a matte appearance and low luster.  The design 
features a long-sleeved, knee-length tunic dress with contrasting caplet incorporated in the princess 
style line. 
 
 
 
 
 
